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 Abstract 
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of communication. 
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physical art piece. 
 
The author employing ethnographic methodologies explores inter-relational connections influenced by the immediate environment, materials 
and participatory operation. This observational and immersive experience acts as a measurable gauge, aiding a deeper and more meaningful 
contextual and practical association, enhancing the making and communicative reach for many forms of art. 
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INTRODUCTION  
 
 
This document maps the progress and changes that occurred as a response to making work within a process driven art practice. 
Focus centred on building and communicating meaningful and productive relationships through material and artistic processes. 
These aspects were determined through the exploration and associations linking identity and belonging. 
 
 
At the beginning of the project, reference to woman artists with whom I identified, and concepts associated with themes dealing 
with the performative body, were used as a foundation in assisting the development of works. Devices such as humour and 
playfulness were employed to entice viewer/participant interactivity. Touch, smell, auditory and visual elements were incorporated 
into the works, to activate and enhance the viewer/participant experience. 
 
 
During the project development material concerns were interrogated and the focus moved from the object to include installation. 
This move coincided with shifting into a territory that included participatory activity. Interactive works became the focus and 
research centred around this theme was pursued. A system of making was defined in conjunction with developing theoretical 
schemes. As a result of this reflective exercise, an on-going dialogue between making, testing and questioning the process was 
integrated as an active part of my practice. This project has highlighted (for self) an appreciation of how learning and understanding 
theoretical and practical applications can be accessed and built through process. Artistic pursuit need not be object based but (as 
later works refer) include, and can be steered by people, their stories and a willingness to engage. 
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QUESTION 
 
How can the material, spatial and sensual properties of artworks challenge and extend the 
predominantly visual modes of address that create meaningful exchange between artwork and viewer? 
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OVERVIEW  
 
At the beginning of this project I was dealing with matters concerning the making and reception of art works, with a reliance on 
procedures associated within a studio investigation and where assumptions were constantly tested, and perspectives challenged. I 
had a grounded understanding of where I came from and a vision of where I was heading I felt fortunate to be equipped for 
navigating new possibilities. Unsure of where the journey would lead or what to expect. After a period of reflection and assimilation 
I gained a deeper insight and appreciation of the process of creative thinking, its application and the necessity for adaptation and 
perseverance. 
 
 
This enquiry and its intention is centred on building a more meaningful exchange with the viewer and participant. To enable 
exploration and create these possibilities it was necessary to situate a solid position to work from. It became important to locate the 
geographies from which to travel, especially if wishing to build a successful relationship between an art practice, the materials and 
the occupied spaces within that practice. 
 
 
The process of the making and presentation of artwork advanced alongside the recognition and development of ideas associated 
with the mapping of space and time. Further events led to enquires that included interactive participation. This process can be 
considered inclusive of and acknowledging the roles I play that connect with my cultural heritage, gender and lived experiences. A 
relationship with a group of artists whom you share a commonality enables a sense of belonging and aids identifying other areas of 
exploration and general understanding in relation to bridging practice and theory. It is the same for navigating the spaces and places 
we inhabit, we bring with us the perspective from our own personal experience and this can help to create specific parameters and 
fields of enquiry as they situate a position and lessen the enormity of beginning an investigation into uncharted territory. 
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Examining qualitative methods and settling on two generative processes of inquiry has been instrumental in pushing the boundaries 
of this research-based project, especially where decisions to conduct and pursue research in public spaces occurs. The first key 
process of enquiry is tacit (intuitive) knowledge where I began my interrogation into the manipulation and application of materials, 
the inhabitation of spaces and modes of presentation. The second is a narrative enquiry, facilitated by an auto–ethnographic 
technique where autobiographical writing is generated through the recounting and recording of personal thoughts, observations 
and speculations created through daily life. These snapshots were variously diarised through a journal, shared on the website 
http://vaimoanaeves.weebly.com that included photographic images. Taking photographic images was an efficient way to record 
ubiquitous and impromptu happenings that occurred. 
 
 
The methodology: Heuristic in nature, employs the material and the intuitive process of art making and exhibition to demonstrate 
connection between potential haptic, mnemonic and sensual dimensions of both the making and apprehension of art works. The 
process of action research was employed as a generative and productive means of finding how I could build on the capacity of an 
art work and to achieve a more meaningful effect. Through this process and the use of a range of visual, sensual and oral modes of 
expression, work was generated for two public exhibitions as well as for many interactions and interventions that fed a practice and 
provided the substance for this research project. 
 
 
As the project developed, the connections with personal, cultural and art practice became more integrated. Identifying a language 
influenced by indigenous knowledge (Polynesian navigational systems) revitalised personal and cultural connections with the natural 
environment and reinforced a sense of awareness to become reacquainted and more attuned with the environment in which we live. 
Coming to a place of trusting one’s own intuitive senses led to questions that challenged my definition of art; what was art? What 
did the concept of art in a western paradigm mean to me when two perspectives collide? 
8 
 
 
 
 
 
 
 
 
 
An underlying factor that was applied within my practice included using and adapting ideas from both Western and Polynesian 
perspectives. From this platform to work from I explored possibilities within a wider arena and find a voice and agency that reflected 
my culturally diverse and gender specific experience of the world in which I live and understood. A deeper understanding associating 
identity, belonging and a sense of place occurred and from this point work generated centred around the physicality of the body 
and surrounding thought. 
 
 
This text is the culmination of a journey within a journey. A decision to concentrate on the communication of pivotal moments 
instead of an account of a chronological progression reflects more accurately the processes and thinking that took place. Following 
this overview is an explanatory account of what I did, how I did it, what I learned and how I learnt it. Section One refers to the 
perception of self, including artistic and personal identity and discovery of a motif as a metaphor, that include background 
development and identification of a model that influenced thinking. Section Two explores the identification and practical application 
relating to the proposed model. Section Three is a compilation consisting of two separate installations presented within an exhibition 
space and content relating to the physicality of making and delivery of works and associated interventions. It is to be noted these 
exhibitions are not an end in themselves and have been used to gauge effectiveness in operation and execution of communicative 
value and in the formation of speculative outcomes. Section Four refers to the re framing of and a project summary that reflects a 
move from material centred processes to incorporate participation and where works explore alternative spaces rather than located 
within the confines of a gallery. 
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Human persons, too, are shaped by the places they inhabit, both individually and 
collectively. Our bodily rhythms, our moods, cycles of creativity and stillness, and even 
our thoughts are readily engaged and influenced by shifting patterns in the land. Yet our 
organic attunement to the local earth is thwarted by our ever-increasing intercourse with 
our own signs. (Abram 267) 
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The Language of Self | Motif, Meaning and Identity   
Identifying Parameters  
 
 
Born and raised in New Zealand with a childhood that played out as a ‘conventional’ Western upbringing interspersed with exposure to 
Polynesian culture. My father comes from Western Samoa, his ethnic background comprises of both Samoan and English heritage, and my 
mother a second- generation New Zealander whose ethnicity derives mainly from English extraction. As a child growing up in New Zealand 
during the 1960’s and 70’s I have vivid memories of being immersed within cultural change, a nation moving toward a bicultural New 
Zealand, a clear shift from the ties binding traditional British colonial times. With change, new boundaries were revealed and tested my 
understanding of ‘normative’ behaviour and values. In negotiating my place within society at this time, I began to keenly attend to this 
‘changing’ space, of negotiating ‘self’ and began the experience of ‘becoming’ through the forming of relationships and affinities with others, 
and with it, a growing interest in and respect for the interwoven dimensions of narrative, memory, and place. This forming of cultural and 
social association has required (and taken) a significant investment of time and facilitated my ability to move between, space and time and 
place to seek identity and reason for being. 
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I first became aware of the Ta-Va theory of reality, a philosophical concept about time and space in 2008, when introduced within an 
academic environment to architectural theorist Albert Refiti. I was drawn to his thoughtful discussion of Samoan society and cultural 
relationships tied to the Ta-Va concept. I interpreted Ta-Va, a time space continuum as a kind of poetic duality, an interconnected, 
multidimensional process associated to indigenous cultures and the primordial - to how one lives and understands life. I read this concept 
as a template, an explanation of a model for living. Ta-Va traverses many fields of enquiry and study. It was easy to become seduced by the 
wider implications. My initial focus centred on Refiti’s position regarding the traditional social architecture, the inter-connection within the 
embodied environment and the importance these links played in informing the formal structure and traditional daily life of Samoan society. 
Refiti’s explanation on the visual aspects of the architectural construction and spaces and use of their buildings mirror this thinking. (Refiti) 
 
 
The Ta-Va concept is based on a Tongan perspective that encapsulates time and space both in ontological and epistemological aspects. 
Okusitino Mahina, Tongan scholar and social anthropologist, a main initiator of the concept notes the significance Ta-Va plays in the 
creative arts within the traditional society. Where the body is used as a tool for transformation, and with specific reference to the making 
and material qualities tied to the object. (Mahina)Over the past fifteen years’ other academics have entered the discussion, having developed 
and in the process, bought together the cultural heritage of the many societies of the Pacific-Oceanic region (coined Moanan: societies living 
on islands whose lives are/have been dictated by the ocean). Acknowledging there is a similarity and a difference that defines an 
understanding of space and time, this territory through the action of bringing closer together traditional and western perspectives has created 
a hybridised platform now found in contemporary thinking. 
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As this project developed, influenced from Refiti’s discussion and by Mahina’s reference to the body being used as a tool for transformation, 
a more liberal and hybridised use and interpretation of the Ta-Va model was extended and applied to suit my practice. The cultural 
parameters from which the Ta-Va concept originated from (such as acknowledging the interconnected nature and ideology of indigenous 
practices with natural elements and lived environment) and aware of the present landscape I operated, an erosion of meaning and essence 
is possible. Note: With regards to my practice this integration was investigated through a series of explorative works involving interacting 
with people in their community. To enable the performative aspect to sit alongside material components of works it was necessary to allow 
time for and to create appropriate space to understand the local territory. 
 
 
Acknowledging the influence Ta-Va principles play, this journey follows a path where the protocols of tradition no longer determine the 
once strict structure of daily life. Today a contemporary sub-indigenous South Pacific landscape operates within a different sphere where 
indigenous tradition has eroded and collided with the faster paced modern world. It is in this landscape and territory that I reside. 
 
 
As the transition from one phase to another occurred a general theme encompassing the importance of being inter connected began to echo 
through the project. The following chapter provides background into the processing and negotiation of thoughts that were influential in the 
production of pieces for works. 
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Figure 1. Micronesian Stick Chart, Walter Meayers Edwards, Micronesian Stick Chart, National 
Geographic. <nationalgeographic.org/media/micronesian-stick-chart/> 
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Proposing a Model for Combining Theory with Practical Application   
Background 
 
Investigating themes relating to Micronesian navigational stick charts for The Brick Wall Project (refer page 38). I recalled the first time being 
acquainted with images of these constructions (figure 1.) and was reminded of an immediate affinity upon seeing the patterned language and 
the strange familiarity that resonated. This had prompted an awakening and a need to find why I found those constructions compelling. The 
stick charts served as a metaphorical symbol and a link that tied practical and theoretical concerns that were highlighted through this journey 
of discovery. Made of sticks and shells, these navigational maps resonated a presence more than just a tool used for direction and guidance. 
They represented a living document connecting an indigenous culture motivated by a need for survival. This distinct way of life where a 
society worked with the natural rhythms of the earth, reading the subtle signs of the environment in which they live. 
 
 
A key to understanding the stick charts is tied to the physicality of the construction and its practical application. The placement and 
positioning of natural elements represent the map as form and text. Understanding this view and how to use the charts in its full potential 
included specialized knowledge. Information could be revisited via chants and narrations. You needed to learn the visual language associated 
with the physical map to understand the meaning. 
 
 
While acknowledging the intersections where the spiritual dimension, indigenous ways of seeing and empirical and scientific components 
collide, there was a clear connection where cultural tradition and cultural survival is linked to specialized knowledge. In the search to uncover 
why these mapping systems had such an influence on my processes the answer was not in the commonality, instead it was found through 
acceptance, that people do have differing views on how the world is perceived. 
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Micronesian stick charts represent is a visual map, part of a process linked to non-instrument navigation. Today this kind of navigating is 
called way finding and referred to as a modern form of non-instrument navigation within the Polynesian region where traditional knowledge, 
methods and techniques are implemented to set a seaward course, allowing travel from one island location to another. The term way finding 
was originally coined in the book The Image of the City (1960), by architect Kevin Lynch. Way finding in architecture is a process of self- 
guiding. A person navigates a route through a known location in an urban environment to another by using land marks, identifying well 
used pathways and signs as well as understanding the character of the space/place they inhabit. 
 
 
Throughout history generations have used the stars for navigation and employed various techniques that include observation and a 
relationship attuned to the lived environment. In finding ways to navigate, different cultures have developed specific tools and methods that 
were utilized within a localised environment. Every navigator is required to understand and learn how to use signs and symbols. We are all 
accustomed to the use of symbols within our respective societies in which we live. Some of these symbols can be interpreted as signifying a 
universal understanding, like the many creation stories we come across where reference is evident and often directed toward a relationship 
with the earth and earth’s terrain, land, wind and sea. Alongside these stories, we seek to express ourselves, developing a visual language 
embedded with meaning, holding specific value within the structure of the society one lives. Within this wider structure there exist ‘other’ 
symbolic references identifiable to localized cultural groups where associated visual and spoken language support many meanings and can 
be decoded in differing ways. We see and experience these things every day, being played out over time through commonplace situations 
no matter what race, age or gender. As we grow we seek to understand the world around us and start to explore and construct our own 
personal signifiers to communicate meaningful exchange. 
  
 
 
 
 
 
 
 
 
 
 
 
For some, creation storytelling is clearly associated with a sense of belonging, a way of finding a place, through the space we create for 
ourselves; where our experiences of reality and imagination collide. The connection between the mind, body and the world around an 
individual was reinforced by the very stories that fuel imagination. Stories became part of the formation of realities that occur in a person’s 
life. Activities like taking part in the act of story-telling and day dreaming can often be trivial, however these acts can play an elemental part 
in helping to negotiate our way in the world. It gives a sense of identity, purpose and hope. Stories were passed on orally and often with a 
performative edge. Sometimes these stories carried special codes or meanings, messages prompted by mnemonic triggers. The stick chart is 
an example of these connections, the term referring to way finding provided a rational connection. 
 
 
Historically there has been much debate about Polynesian migration and colonization and the ability of South Sea Islanders to sail extended 
two-way voyages. In 1956 New Zealand historian Andrew Sharp revived ideas written in the 1800’s by Presbyterian minister John Lang. 
Sharp purported “that Polynesia and other Pacific Islands has been settled by a long series of maritime misadventures when hapless voyagers 
had blown eastward by violent westerly winds.” (B. Finney) Sharp criticised the accuracy of the navigation used by Polynesians believing 
systems fell short when plotting exacting points, that canoes were not designed to cover large expanse of water and were unsuitable for 
extended ocean going voyaging. To clarify the re-ignited debate research was initiated. By the mid 1960’s field experiments were undertaken, 
and new data collected. Results indicated both one way and return voyages of colonization could have occurred. However more realistic 
experiments and data was required to substantiate models about Polynesian voyaging. 
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Hawaiian Artist, historian and founder of the Polynesian Voyaging Society Herb Kane took up this challenge and proposed the idea of 
building and sailing a canoe based upon the tradition of Polynesian design and navigation from Hawaii to Tahiti. He believed “an actual 
sailing would provide data that might settle this long dispute. Even more intriguing to me was the thought that recreating the central object 
of the ancient culture and taking it to sea might stimulate the growing interest in a cultural revival.” (Kane)) In 1976 the trip was successfully 
completed. There have been many other voyages since, incorporating modern day practice of way finding that honour traditional methods, 
techniques and values. Mau Pialug a traditional master navigator from the Micronesian island, Satawal was the original navigator of Hōkūle’a: 
 
 
Nainoa Thompson sailed as an original crew member on the first return Hōkūle’a sailing, Mau Pialug was a major influence 
in training Nainoa in becoming a non-instrumental navigator. Knowledge in traditional methods and techniques was gained 
through experience and learning to see, to understand the relationship Pialug had with the natural environment. While 
Nainoa was learning about traditional navigation he was also gathering information with help from mentor Will Kyselka 
about Western astronomy. It was from these beginnings Nainoa formulated his unique form of modern day way finding. 
(Will Kyselka, Teacher (1921-2012)) 
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The following excerpt is from a question and answer session with Will Kyselka (1921-2012), geologist and retired associate professor from 
the University of Hawaii Curriculum Research and Development Group during the 1995 Voyage to Nukuhiva. This following passage 
comments on the early development of modern day way finding and the connection with traditional knowledge and techniques: 
 
 
Q: Take the kind of work that you were doing with Nainoa. How was that complimentary to what he was doing with 
wayfinder Mau Piailug? 
 
 
A: Nainoa was generating his navigational knowledge, and I was happy to be a part of that generation of navigational 
knowledge. Mau, on the other hand, is a traditional navigator. He didn't learn in a planetarium. He didn't learn with a 
machine. He didn't learn with modern technology. He learned by oral transmission. Or better than that, the apprentice, 
which he was, learning from the master. Standing there. And eventually holding the ground that his teacher once did. So 
that's the traditional way. And Nainoa didn't have that open to him. Because there was no one around here that had sailed 
this way in a thousand years. So he had to generate navigational knowledge, and the star part is where I was in. And then 
the recalling of the ways of the sea and the subtleties was what he learned from Mau. But the really important thing, I think, 
is the integration. Those are the principles -- stars and the waves. But it's like the dance. The dance is in that total integration 
and expression of one's personality within it. And you can see him when he's sailing. He almost dances off the deck of the 
canoe. He's there and he's everywhere and he's total with himself, with the coherences of nature around him in the sea and 
the sky. It's a beautiful way-finding system which he generated, staggering as our efforts to go to the moon and other 
planets today. (Will Kyselka, Teacher (1921-2012)) 
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Figure 2. Mau Piailug on beach-02, Steve Thomas, Traditional 
Micronesian Navigation Collection, 
The Polynesian Voyaging Society reference to and 
recollection of Mau Piailug regarding his influence and 
teachings epitomize the thinking and practice that constitute 
a holistic perspective and attitude. Nainoa Thompson 
fostered the inclusion of Polynesian indigenous methods and 
knowledge to sit alongside the Western landscape. This 
application proved to be a positive influence for the 
indigenous Hawaiian community. From a culture that had lost 
their art of traditional navigation, the spirit was re-ignited. 
There was a revitalisation of a sense of place and belonging 
that spread to include other Polynesian communities. This 
practical and lived experience ran parallel with discussions 
surrounding the establishment and development of Ta-Va. 
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Thompson, by re-validating indigenous modes of thinking and being, ones that employ a holistic understanding, has produced a model that 
works within two worlds. This connection that coexist between the natural environment, the mind-body associations and the lived 
environment of today has achieved by balancing theoretical considerations and practical application. 
 
 
Nainoa Thompson recalls experiences with Mau Piailug, on ways of learning and teaching: 
 
 
Mau learned to turn the clues from the heavens and the ocean into knowledge by growing up at the side of his grandfather 
– he had been apprentice in the traditional way. He had learned to remember many things through chants and would still 
chant to himself to “revisit information” … I never knew when a lesson started. Mau would suddenly sit down on the 
ground and teach me something about the stars. He’d draw a circle in the sand for the heavens; stones and shells would be 
the stars; coconut fronds were shaped into the form of a canoe; and single fronds represented the swells. He used string to 
trace the paths of the stars across the heaven or to connect important points. (N. Thompson . Reflection on Mau) 
 
 
The Polynesian Voyaging Society has demonstrated the benefits of incorporating modern technology with indigenous knowledge. Today 
technology allows for information to be easily transferred and translated for use. The Polynesian Voyaging Society is an example of a reliable 
source in the promotion, sharing and learning about traditional and indigenous knowledge that in the past has been only available to a select 
few. A link fostering identity and belonging for those who wish to connect with their past origins and access information on Pacific tradition. 
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The human mind is not some otherworldly essence that comes to house itself inside our physiology. Rather, 
it is instilled and provoked by the sensorial field itself, induced by the tensions and participations between 
the human body and the animate earth. The invisible shapes of smells, rhythms of cricketsong, and the 
movement of shadows all, in a sense, provide the subtle body of our thoughts. Our own reflections, we 
might say, are part of the play of light and its reflections. “The inner–what is it, if not intensified sky?” 
 
 
By acknowledging such links between the inner, psychological world and the perceptual terrain that 
surrounds us, we begin to turn inside-out, loosening the psyche from its confinement within a strictly 
human sphere, freeing sentience to return to the sensible world that contains us. Intelligence is no longer 
ours alone but is a property of the earth; we are in it, of it, immersed in its depths. And indeed each terrain, 
each ecology, seems to have its own particular intelligence, its unique vernacular of soil and leaf and sky. 
(Abram 262) 
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 | NAVIGATING NEGOTIATED SPACES    
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THE BRICK WALL PROJECT  
 Identifying Connections   
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Figure 3. Close-up view of concrete brick wall during cleaning and preparation process for The Brick Wall 
Project, 2010-2011, Vaimoana Eves, jpeg file. 
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THE BRICK WALL PROJECT | Identifying Connections   
 
 
The Brick Wall Project was initiated as part of a school beautification project that worked outside the traditional gallery setting. Being located 
within the grounds of a local primary school, it was a place where the audience held a different perspective associated with that of a traditional 
gallery viewer. The brief for The Brick Wall Project was to facilitate a mural making workshop with a group of school children (year 4-6 
learners). The group collaborated to paint a mural through the facilitator’s direction whose aim was to provide artistic interpretation and 
direction that represented 21st century learning and promoted the values programme within the school. 
 
 
The school population included a large portion of Polynesian and Maori students of whom some identified but were not fully integrated 
with indigenous teachings. A sense of family was fostered as part of the school ethos that extended to include the learners immediate and 
extended family members. Community involvement was welcomed, and active engagement encouraged. The project development was aided 
through the identification that included consideration and exploration into relationships connecting the community and the immediate 
environment. This co-insided with enquiry referring to the Ta-Va theory of reality and surrounding thought and correlations linking 
navigational stick charts, the Polynesian Voyaging Society. The principles and core teaching methods used in modern day way finding provided 
a practical link and was adapted to suit the draft design and influenced the decision-making processes and execution of The Brick Wall Project. 
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Figure 4. View of brick wall during the cleaning and 
preparation process, The Brick Wall Project, 2010- 
2011, Vaimoana Eves, jpeg file. 
 
 
 
 
 
 
 
 
 
 
Before the project had formally begun I visited the proposed site and had 
observed children interacting with the concrete brick wall. The wall being 
centrally located was clearly visible for all who entered the grounds and 
moved within the surrounding area. A common activity of the children 
was to touch the grey cold painted concrete with their fingertips or hands 
and run around the wall again and again. Some of the children would have 
their fingers pressed into the grooves and crevices of the wall, with their 
arms out stretched behind them, they walked slowly as if in a trance 
around the rectangular wall. The space acted as if a vertical labyrinth or 
mandala. Children would use the wall for many things, a space to engage 
in imaginary play or use as a prop so they could extend their play onto 
the dusty clay ground under the shade of the large tree hanging overhead. 
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The grey and cold wall was well patronized. Aware The Brick Wall Project was a collaborative project involving three parties, the children, the 
facilitator and the teaching authority (the school). Mindful of the job in hand and wanting to position the learners as the decision maker and 
designer I chose for research purposes to place myself within the group as a participant. My role as facilitator existed as a matter of protocol 
and the intention was to keep these roles separate. As part of my research I would observe action, responses and interactions about the 
proposed and developing collaboration between myself, the learners and teachers, including the wider community. This was an opportunity 
to place myself into a group not unlike an artistic community where the environment promotes conversation within a specific context, the 
difference being the school is a much smaller space. 
 
 
As the facilitator, it was important to understand the nature of the territory. Being open to accepting different views, negotiating ideas and 
identifying and exploring core aspects associated to the brief were a necessity. These actions included addressing the needs of a small group 
of participants (the design group) that required specific instruction, guidance and the space to allow for freedom to express themselves with 
confidence. Belonging and identity, the platform for the project was not limited to this specific group as the communicative reach extended 
to accommodate a wider community. To promote and include meaningful exchanges and experiences with participants it was imperative to 
gather and process relevant information by formulating appropriate processes that could assist the design group make informed decisions 
and achieve the brief outcomes. Formulating this process focused on utilizing information gathered from the learners’ individual experiences 
and associations tied to identity and belonging. 
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Figure 5. Image of design group participants 
during the planning process for The Brick Wall 
Mural design, 2010-2011, Vaimoana Eves, jpeg 
file. 
Figure 6. A collection of ideas from the design 
group during the planning process for the Brick 
Wall Mural design, 2010-2011, Vaimoana Eves, 
jpeg file. 
  
 
 
 
 
 
 
 
The main objective of the design group was to formulate and communicate a completed design that included the planning and 
implementation process. Group members shared with each other their personal experiences, interests and skill base. As a direct result a 
sense of direction and ownership for the design group were set in place. The group identified colours and symbols already in use and 
understood though-out the school as a means of communicating a sense of family, something the school actively promoted. During the 
process of applying the mural design onto the concrete brick wall members were confronted with numerous obstacles. Problems were 
addressed, plans and processes adjusted as situations arose and collectively the group could make informed choices that influenced the 
final outcome. The completed painted imagery had addressed the aims of the brief. The consensus between the design group who developed 
and executed the painting of the wall mural and others who used the surrounding area agreed that the space was successful in ‘beautifying’ 
the area. The community continued to operate their activities within the space as they had always done 
 
 
These experiences led each individual to explore ideas beyond a position of literal and representational thinking. It was during this time I 
had observed a shift in perspective within the group. They began to look at the materials, structure and space of the project in a wider 
context. Their understanding toward beauty (beautification) and visual language such as symbolism, and colour associations linked to the 
painted mural extended beyond a visual aspect. This new understanding extended into a wider space that included practical and social forms. 
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Figure 7. Participant exploring the wall, sketching 
preliminary designs and experiencing applying work on 
larger areas, The Brick Wall Project, 2010-2011, 
Vaimoana Eves, jpeg file. 
Figure 8. Transferring the design onto the concrete wall. 
Participant solving composition and scale problem, The 
Brick Wall Project, 2010-2011, Vaimoana Eves, jpeg 
file. 
44 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Figure 9. Participants working with paint, colour and 
scale, The Brick Wall Project, 2010-2011, Vaimoana 
Eves, jpeg file. 
 
 
 
 
 
 
 
 
 
 
 
 
 
An example of this changing attitude is evident when during the process 
of painting the mural the design group identified and communicated their 
thoughts on updating the other side of the concrete structure. It was 
evident the group understood the space in question, as they had used the 
space every day. The wall had been used to throw balls at and to play dodge 
ball. 
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Figure 10. Participants applying techniques and methods 
learned through the planning process, The Brick Wall 
Project, 2010-2011, Vaimoana Eves, jpeg file. 
Figure 11. Members of the design team painting the 'other 
side' of the wall, The Brick Wall Project, 2010-2011, 
Vaimoana Eves, jpeg file. 
 
 
The group explored ways to use the other side of the wall. Ideas around encouraging play were discussed. The central theme for this side of 
the wall was to include point scoring to enhance the games already played in the space, such as dodge ball. Decisions were made by 
association. The use of colour and ties with the historical and the local environment were incorporated into the design. A dart board was 
used as a base for a template. Instead of having the conventional coloured round shaped areas an abstracted form of a White Heron was 
to be painted as if flying in the sky. The colours and area coverage were both used as indicators of measuring or point scoring. 
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Figure 12. The completed mural on the concrete brick wall, 
The Brick Wall Project, 2010-2011, Vaimoana Eves, jpeg file. 
 
 
 
 
 
 
 
The plan and design elements were detailed and then submitted and 
approved with the school authority. The group began the project but 
due to time constraints were unable to complete. A completion date 
was scheduled for the next year and to be executed by other students. 
As a participant within the group this was helpful with identifying 
elements essential in enabling the wall to become an interactive piece. 
As a facilitator, promoting this aspect as adding value to independent 
learning outcomes was helpful in persuading the brief to be extended 
and include the other side of the wall. 
 
 
As an artist invited to facilitate a beautification project The Brick Wall 
Project offered a different perspective from which I could operate. 
Personal interactions with the learners enhanced research gathering 
techniques and identified processes that could be used in future 
projects. The opportunities and experiences to gather information 
from a wider pool would not have arisen without willingness of those involved with the collaborative exercise. To move and work within a 
fixed physical area, be surrounded by people from many cultural backgrounds, individually and as a collective, people found ways to 
interact and interrelate. The painted imagery visually represented a generalized safe position, while at the same time the opposite side of the 
brick wall encourage another space to operate. These activities, the navigation of negotiated spaces highlighted the breadth of knowledge 
that can be gathered and shared while embodiment, belonging and the value of participation and play were aspects that aided the 
communicative reach of this exercise. 
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Historically the tradition of painting in Western culture held a privileged position as the predominant visual mode 
of representation. Painting was seen as the primary and most appropriate way of communicating narrative through 
the visual means and the human form was, in both sculpture and painting, most often represented by the female 
nude. “The body, idealized and perfected became the expressive and symbolic core of art education, visual 
representation and cultural identification.” (Pollock, 1996, p. 270). Classical sculptural conventions began to shift 
with the influence of Rodin and Brancusi, and the advance of new technologies and methods of material 
(re)production, including that of photography. The move from the figure to the ‘body’ as experiencing subject was 
enacted initially through artists working in relation to Surrealism and with Dada (e.g. Claude Cahun, Meret 
Oppenheim). “By the mid-1960’s it was clear that theatricality and performance could produce an operational divide 
between the sculptural object and the preconceptions about knowledge that the viewer might have about both it 
and himself. (Krauss 240) 
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| THE SCULPTURAL BODY       
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Figure 13. Close-up image of a roughly crafted, stuffed pink stocking, Vaimoana Eves, jpeg file. 
  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
FROM DOMESTIC CRAFT TO ART OBJECT   
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He suspected his memories of young childhood were like anyone else’s: imprecise, suggestible, and largely 
devoid of emotion. He didn’t recall defining moments -maybe there weren’t any- but he did remember 
the sensation of things. The shaft of light slanting through the mullioned windows high up in the gallery, 
pinning silent maunts to their silent shadows on the stone floor. The smell of asparagus cream soup, a 
little maple syrup drizzled on top. The smell of snow in the air. Lir had been attached to Elphaba, somehow 
he remembered that: he’d been allowed to play with his broken wooden ducky in the same room where 
she sat and spun wool. (Maquire 34) 
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Figure 14. Remnant of Great Auntie Ada’s crochet doily, 1930-50, Vaimoana Eves jpeg file. 
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MEMORIES OF MATERIAL PLAY | Childhood Perception 
 
 
Childhood experiences moulded perception, learning and habits that have influenced choices made about living life. Some of these formative 
experiences have etched a place in my memory. My most vivid are memories, the ones that have had an impact on self, are associated with 
the sense of smell and touch or an event. This section refers to the recollection of memory. A platform used to explore processes in art 
making and investigate the re-positioning of an art practice. Memory involves the act of remembering. Without this capability, we would 
not be able to function in a normal capacity. Memory involves a complex system of neurological processing where a person encodes, stores 
and retrieves information. Encoding sensory information is transmitted via visual, acoustic and semantic means and stored or retained as 
short and long-term memory. Recalling or retrieving information is connected to the brain’s ability to recognize patterns activated from 
previous experiences. (McLeod) 
 
 
As a child of the 60’s and 70’s I was immersed in a time where technological, social, moral and cultural parameters were being tested. I do 
not remember of consciously being aware of these issues until I reached the age of nine or ten years old. I do however have fond memories 
of attending play centre. A place where pre-schoolers could meet and play. Using my fingers to paint and manipulating mounds of play 
dough under giant sized rolling pins were my preferred medium to work from. I would also model forms that represented my mother, 
brother and father, these were the people that were part of my world. The regular attendance at the centre enabled imaginary play sessions 
to run for consecutive days. My friends and I would often get lost in imaginary play. We would be found in the farthest corner of the 
playground, playing in our make shift cardboard and sheet houses, dressed in clothes five sizes too big, carrying grandmas’ old handbag and 
wobbling around in cast off high heels. It was a time where we mimicked and replayed actions from people around us. This was the world 
we understood, this was the world that I belonged when I was three and four years old. 
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Figure 15. Memories of Nana. Crochet piece made of acrylic wool. 
Dimensions: 550mm Width x 540mm Length, 2010, Vaimoana 
Eves jpeg file. 
 
 
 
 
 
 
 
By the early 70’s I was the elder sister to two brothers and three 
sisters My siblings and I would play outside, climb trees, make 
huts and take part in organized war games with the neighbouring 
children. We would head home only when we were hungry or 
when it was getting too dark to play outside. Today we would be 
known as ‘free range kids’. As a child of the 60’s and 70’s these 
things were considered as normal activities. We made our own 
fun, learnt the art of negotiation, took risks and looked after each 
other. We learnt from doing. 
 
 
I was nearing nine years old when our family went on a holiday to 
visit our fathers’ family who lived in Western Samoa. The people 
lived differently from how we lived in New Zealand. My Nana 
lived in a fale (a traditional Samoan house) and observed the 
Samoan way. She was always busy making things with her hands 
and she would laugh a lot. 
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My sisters and I stayed with our Nana for a short part of our time there. Nana, myself and my three sisters all slept under a mosquito net in 
a large bed that housed a well stuffed kapok mattress. As part of our morning ritual Nana would apply a liberal amount of coconut oil onto 
our head as she lovingly brushed and plaited our hair ready for the day. My sisters and I all associate the smell of coconut oil with our time 
with Nana. Our grandmother enjoyed being with her family and would take time to visit all her New Zealand born grandchildren while she 
lived in Samoa. On one occasion when Nana had come to stay I was given a crocheted shawl she had made, it was something I have 
treasured. As children, we would watch her make and listen while she told us stories about life and times from long before we were born. 
Although she could not speak very much English we always understood what she meant. We laughed so much with our Nana and I found 
myself making many cups of tea for her. 
 
 
Throughout the seasons my family would spend a lot of time at the beach and in the bush. This was our playground as well as a place to 
catch fish and gather pi pi’s and crabs for dinner. It was on these occasions I remember when I started to observe the rhythms of the earth 
and began to appreciate the importance of making a connection with the natural environment. I had space to cultivate my imagination. As 
I walked the bush tracks out onto the beach I would collect leaves from branches that hung in my path. Taking in the earthy fragrance as I 
ran my fingertips over the leaf. This was my way of beginning a conversation with the forest. I would sit and observed the flora and fauna 
and imagine the trees as being human. Dictated mainly by the form of the tree I would assign a gender and name and the personality traits 
obtained from the feel and smell of the branches and leaves. 
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Figure 16. Pin up selection showing working drawings, various material 
and dimensions, 2010, Vaimoana Eves jpeg file. 
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MEMORIES OF MATERIAL PLAY |Childhood Recollection  
 
 
 
Figure 17. Memories of buttons and belts. Exploration with 
materials. Coloured pink and blue, poly cotton, size 10 underwear, 
2010, Vaimoana Eves jpeg file. 
 
 
Much of my early and preschool years were spent with my Auntie 
and Uncle. They owned a small business making fabric belts and 
buttons. I remember even at a very young age the feeling of 
exhilaration, of being part the urgency that filled the small 
workshop. There was something about the electric smell of 
industry, the oil from the machinery. The different shaped shiny 
hard buckles, the multitude of small soft buttons and the 
colourful fabrics. Sewing machines whirring at a fast pace, the 
women skilfully joining colourful fabrics to make belts. The 
finishing table where the belts were bagged and the klip, klip klop 
of the life size steel button machine. How I loved that feeling of 
being part of a hive of activity. The recollection of these 
memories as an adult bring a different perspective, the feeling of 
security and safety as being part of a much-loved child. 
 
 
My mother a keen gardener and good at sewing, her elder sister 
was very good at knitting and cooking. Nurtured by these 
industrious and practical people (from both sides of the family) I 
discovered a passion for making at a very young age. As an eight-year-old the kitchen became an exciting place to be. Learning to follow 
recipes and experience the process of cooking Sunday nights would be my night to cook dinner- pancakes with lemon and sugar or jam 
and cream. These experiences certainly influenced a chapter of my life, I later took up catering as a profession. 
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Figure 18. Pin-up. 3x crochet pieces, dimension size: vary between 
290mm Width x 1230mm Length, 2010, Vaimoana Eves jpeg file. 
 
 
 
 
 
When I was five I could knit only straight lines. I would practice 
most days. At the age of ten I taught myself how to crochet. I 
was also the ‘go to’ person for macramé making. I remember my 
first sewing machine; an antique foot peddle powered model. 
This was where I learnt to thread the eye of the needle, explore 
the mechanics of the machine, test for tension and drive in 
straight lines. The most vivid memories were about the feel of 
the different surfaces and the sound of the machine when under 
my own foot power. 
 
 
As a teenager, I enjoyed constructing my own shoes and clothes 
by first making a pattern by draping and pinning the material on 
the body or foot and then sewing it together. That was a long 
time ago. After thirty-five years, I tried to crochet again, with 
needle in hand and the feel of wool between my fingers. The 
mnemonic triggers, the repetitive nature of making, those old the 
memories imprinted in my psyche re ignited. Involved in the act 
of making that took hold of my bodily senses - fifteen minutes 
later a crocheted square completed. Reacquainting myself with the sensual physicality of the material and the process, a haptic association 
where my hands started to think…my body began to make associations. Three weeks later an assortment of shapes such as: long stripes, 
foot long squares and triangles hung on studio walls. 
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As the eldest of six children it was my job to help look after my siblings and those craft and homemaking skills often associated with 
woman’s work came into good use. The same handicraft skills were also an influencing factor in the artwork I chose to make, sometimes 
consciously and at other times in such an unconscious way. A shift from one home (craft) perspective to another (art) perspective was a 
challenge as much liberating especially when the two collided. Exploring avenues that could strengthen the development of my work and 
reflect the thinking that surrounds ‘the everyday’ I revisited works by New Zealand artist Judy Darragh. In an interview with Marilyn 
McFadyn, Darragh speaks of a response to her artwork. 
 
 
 
I showed the woman who runs the gallery my polaroids and could see her whole face drop! She talked about things like 
‘integrity and ‘antiques for the future’. And when she saw the plastic flowers she couldn’t cope! That was a really good 
moment for me because I realised that I’m not one of those persons who thinks my pieces are going to be around in the 
twenty-first century. I realised then that I was on my way to art. I think that there is definitely a distinction between craft 
and art. I have decided that. I think the word is integrity. She put her finger on it. And the fact that materials I use have 
very little integrity in the craft sense. They are not earthy materials, they are not organic and there is not taste involved…I 
mean, I love it, shocking people. With the use of penises and things, you know. And the use of the plastic flowers. I like to 
keep the shock aspect. (McFadyn 137) 
 
 
Darragh points to the type of material and its application to make the distinction between the craftsperson and the artist. Darragh uses 
everyday items, the cast offs bought at bargain prices. The pieces are collected and glued, painted and re-made and displayed for sale at an 
affordable price. The play on words and objects associated to colloquial New Zealand is echoed throughout Darragh’s aesthetic. This use 
of everyday objects and references to a once common usage of New Zealand slang has enabled works to be accessible to a wider and varied 
New Zealand audience. I adopted a similar approach with the conceptualizing and construction of pieces for works. 
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Figure 19. Hanging underwear prototype, filled with flour, made from pink and blue poly-cotton size large women's underwear, pink and blue satin ribbon, used to 
suspend the object. The white marks on the black builder's paper is the residue from the flour when object had been dropped onto the ground, Vaimoana Eves jpeg 
file. 
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Figure 20. Underwear Pin up working drawings 1, Poly cotton small, medium girls sized underwear in variety of colours. 2x underwear have decorative decals 
attached to fabric, Vaimoana Eves jpeg file. 
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PLAY THINGS |Introduction   
 
 
 
 
Helping my nine-year-old daughter with a project, she had asked me to teach her to sew. With no fabric on hand we searched the rag bag 
and found the suitable material, which were in fact her old underwear, and this is how Play Things developed. It has always been the way, 
family are an inclusive part of the process and influence the parameters I find myself working in. The home project crept into studio and 
slowly took hold becoming the work for a group show where an interactive installation of pieces was the focus. Before delivery of the 
completed installation the staging of individual objects needed consideration. I remember standing alone looking for inspiration, those 
roughly crafted puffed and stuffed, twisted and turned underwear lay around on the couches and the floor looking like stuffed small pillows. 
How was the best way to communicate the nature of the exhibiting pieces? Stuffed puffs were bursting wanting to become vibrant and alive. 
How could a meaningful exchange between the artwork and the viewer with the material on hand be set up? This was solved and actioned 
in the literal sense by elongating and elevating the individual pieces, the hung works suspended from the ceiling and presented as an 
abstracted representation of a suspended bodily form. So, began a series of exploration, an extension from the sculptural body to include 
interventions, inter activity and the performative. Inviting participation enabled a space, an encountered transmission where the artist lets 
go hoping for their own story to be re-generated in the responses and actions of others. Investigations of material and spatial dimensions 
employing mnemonic, haptic and sensual properties assisted development and supported the realization of the install. 
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Figure 21. Underwear Pin up working drawings 2, 1x embellished with decals 
and 1x embellished with decals, folded plastic and remnant fabric, Vaimoana 
Eves jpeg file. 
Figure 22. Underwear Pin up working drawings 3, 1x embellished with decals and 1x embellished 
with decals, folded plastic and remnant fabric, Vaimoana Eves jpeg file. 
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Figure 23. Underwear Pin up working drawings 
4. Embellished with decals, folded plastic and 
remnant fabric, Vaimoana Eves jpeg file. 
Figure 24. Underwear Pin up working 
drawings 5. Embellished with decals, folded 
plastic and remnant fabric, Vaimoana Eves 
jpeg file. 
Figure 25. Underwear Pin up working 
drawings 6. Embellished with decals, folded 
plastic and remnant fabric, Vaimoana Eves 
jpeg file. 
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  Figure 26. Large Family Portrait. Stuffed remodelled underwear. Made from poly cotton, stuffed with various material 
such as poly fill cushion stuffing, polystyrene beads and recycled fabric. Dimensions vary, 2010, Vaimoana Eves jpeg 
file. 
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PLAY THINGS | Developing the Work  
 
 
 
 
 
Figure 27. Family close-up. Stuffed remodelled underwear. Made from poly 
cotton, stuffed with various material such as poly fill cushion stuffing, 
polystyrene beads and recycled fabric. Dimensions vary, 2010, Vaimoana Eves 
jpeg file. 
 
 
 
While utilising materials that are employed by the home 
crafter such as elastic, fabric, string, stuffing, I was also 
searching for ways to incorporate items that were embodied 
with a coded familiarity. The result, underclothing with 
perfumed powders were used. The installation was designed 
to invite a response through physical interaction, one of inter- 
connectivity. To have the audience play and interact with the 
work. Interaction was the main objective, the intentional 
introduction of humour into the work was used as a device to 
engage participation, to encourage light hearted banter 
(dialogue) between the physical activity of the participants and 
the inactive but participating onlookers. 
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Figure 28. Untitled drawing, mapping ideas for spatial placement, chalk on builder's paper, 1000mm x 1500mm,2010, Vaimoana Eves jpeg file. 
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Figure 29. Untitled drawing, mapping ideas for spatial placement. Paint, spray paint, fabric on craft paper, approximate dimensions 1000mm x 1500mm, 
Vaimoana Eves jpeg file. 
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Figure 30. Various drawings and arrangements testing for placement, Vaimoana Eves jpeg file.. 
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Figure 31. Testing materials and forms, 2010 
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Figure 31. Testing materials and forms, Vaimoana Eves jpeg file. 
 
 
 
 
 
 
 
 
 
 
Figure 32. Choosing the best suited materials from a selection of elastics, connectors and stockings. The light blue dyed elastic and round rings were 
chosen and used in the making and construction of items for Playthings Installation, St Paul St Gallery, 2010, Vaimoana Eves, jpeg file 
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PLAY THINGS | Making and Construction  
 
 
 
 
The objects are made from and range in size small, medium and large poly-cotton underwear. The key rings act as connectors like joints in 
the body and the attached stretchy elastic range from 20 mm to 30 mm in width. The elastic had been dyed a light blue and range from 2 to 
3 metres in length. These elasticated legs represented a physical memory and a symbolic association expressing bodily movement of ease 
and freedom. 
 
 
The elastic is measured to allow movement, so the object when pulled makes contact with the ground, projecting sound that could be heard 
and echo throughout the gallery space. 
 
 
Composition and placement of colour was considered. By adopting a push/pull effect through the juxtaposition of recognized and socially 
accepted symbols of gender specific blue and pink colours. 
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Figure 33. Close-up image of x2 hanging 
pieces, Play Things Installation, St Paul St 
Gallery, 2010, Vaimoana Eves jpeg file. 
Figure 34. Image showing hand pressing into 
hanging piece, Play Things Installation, St 
Paul St Gallery, 2010, Vaimoana Eves jpeg 
file. 
Figure 35. Close-up image of 3x hanging 
pieces, Play Things Installation, St Paul St 
Gallery, 2010, Vaimoana Eves jpeg file. 
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PLAY THINGS | Installing  
 
 
 
 
 
Figure 36. Plumb-bob set up and ready for marking 
point of transfer, 2010, Vaimoana Eves jpeg file. 
 
 
 
The suspended installation reference the body through the use of 
undergarments and the abstracted transformations achieved through 
manipulation of material. Processes in the construction included exploration 
utilizing senses other than only relying on a visual means. These included the 
use of touch that related to mass and density and use of sound and smell. 
 
 
The objects (stuffed underwear) are hung to mimic the fall of a plumb-bob 
(usually a conical shaped metal object with a point at the bottom. A plumb- 
bob is device used to transfer a point vertically or vice versa, when the point 
is marked vertically below it is said to be plumb). As the elastic is elongated 
by the weight of the attached object, the object is free to swing and sits in a 
vertical position while at the same time float in space. Vertical positioning of 
each component was hung and measured loosely in relation to and from the 
maker’s/artist own body. The measurement equalling to the head, naval and 
foot height. Placement and positioning of the individual pieces (each a small 
part that represent a part of a single form) mimic the weighted human body 
and when stretched and pulled, these actions turn into exaggerated extensions. 
Inviting audience/object interaction within the horizontal placement was 
considered. The space between each hung object was stepped out, allowing 
for the individual pieces to move freely and ease of access for participants. 
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Figure 37. View 1- Arrangement of Play Things 
Installation, St Paul St Gallery, 2010, Vaimoana 
Eves jpeg file. 
Figure 38. Close-up view of large hung piece. 
Installed to touch the ground. Upon connecting with 
the ground a deep thud sound would reverberate 
throughout the gallery space and residue from the 
powder inside would be left, Play Thing Installation, 
St Paul St Gallery, 2010, Vaimoana Eves, jpeg file. 
86 
 
 
 
 
 
 
 
 
 
 
  
 
Figure 39. View 2 - Arrangement of Play Things 
Installation, St Paul St Gallery, 2010, Vaimoana 
Eves, jpeg file. 
Figure 40. Image captured during mid-flight after piece having been pulled downward and 
the elastic been elongated and let go by participant. Play Things Installation, St Paul St 
Gallery, 2010, Vaimoana Eves, jpeg file. 
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Figure 41. Snap Shot 1, Interaction with Installation captured on video. Play Things 
Installation, St Paul St Gallery, 2010, Vaimoana Eves, jpeg file. 
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PLAY THINGS | Participation and Interaction  
 
 
 
Audience interaction activated the works. The reaction from people were varied from being 
unsure about touching and interacting with the pieces, to being at ease with handling and 
showing playful gestures. The gallery floor acted as a stage where some participants becoming 
performers being animated and comic like. This very social aspect added to the exchange 
between the artwork and viewer. 
 
 
 
 
 
 
 
 
 
Figure 42. View 2 - Audience 
interaction with Installation, Play 
Things Installation, St Paul St 
Gallery, 2010, Vaimoana Eves, 
jpeg file. 
The manipulated filled underwear was made with the intention to be handled and played with. 
The communicative reach of the work relied upon associations connected to the body. The 
pieces were fashioned in a manner to mimic the visual and visceral fleshy feel of the body. 
Smell and touch were employed to entice participant interaction and invite exploration. Each 
piece had been filled with either homemade body powder infused with lavender essential oil, 
a commercial fragrant washing powder or a commercially branded baby powder. When the 
bulbous part of the pieces was squeezed, imprints were left, and fragrant powder emitted 
leaving a physical and scented residue. The choice of ingredients had been identified from 
recalling the smell and feel of materials associated from personal experiences and developed 
around the idea that art work be made to be accessible to a wide and varied audience. 
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Figure 43. View 1 - Audience interaction with Installation, Play Things Installation, St Paul 
St Gallery, 2010, Vaimoana Eves, jpeg file. 
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Figure 44. Snap Shot 2, Audience interaction captured on video. Play Things Installation, 
St Paul St Gallery, 2010, Vaimoana Eves, jpeg file. 
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Figure 45. Snap Shot 3, Audience Interaction captured on video. Play Things Installation, St Paul St Gallery, 
2010, Vaimoana Eves, jpeg file. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Observation of audience processing work 
From wonder - to smelling the object - residue - on nose –on 
hands -fun - giggles - laughter – feel – touch – fun - realization 
what the form is made of - disbelief and lots of laughter 
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PLAY THINGS | Reflection 
 
 
As art practitioner’s we become apt at applying signs and signifiers to a point where we can be instinctively skilful in communicating our 
desired modes of expression, it is part of the thinking and doing in relation to making art work. How an audience engages with an 
object/work of art (specifically sculpture and installation) does not rely solely on visual stimulation or surface touch alone to become 
informed and communicate meaning but rather from a multitude of sensory experiences encompassing the notion of the haptic and 
relationship with the body and the space directly surrounding. Haptic refers to touch, touch that is more than skin deep, it incorporates 
sight, hearing, taste, smell and touch. In terms of physiological workings of the body these somatic senses link one’s own proprioceptive 
(awareness of our body’s position in space), vestibular (sense concerned with balance) and kinaesthesia (sense of movement in space) This 
sensory experience of haptic touch acts as a connector transmitting stimuli via the skin, the flesh, the body thus creating an understanding 
of how we navigate and make use of space in relation to the body and tactile forms. 
 
 
The meaning and use of the word ‘sense’ often differs depending on the meaning one wishes to infer. To use or have a common-sense 
approach, have a physical sense, feeling, sensation or awareness or to imply a meaning, to give some sort of signification or substance, to 
have a feel for, a perception, connection or an intuitive awareness. Referencing the body in a physical sense a human can acquire information 
through the five senses. It is how these five senses co-operate that allow the human-being to form an image of the surrounding world. The 
human brain is the organ identified as a collector of these receptive senses organizing them into a system whereas the human identifies the 
world according to individual learned experiences and memory. A sculptural work for example can be viewed in a visual context. On the 
surface this may be considered as being appealing to the eye. Probing deeper the viewer makes sense of the structure through a learned or 
remembered relationship to objects of similar form, weight, contour and density, sound, taste and smell although often secondary can still 
play a role within this identification. A viewer’s physical encounter with the tactile properties of a sculptural object and sensation derived 
from the viewer’s experiences heighten the sensory awareness which form and connect a relationship that operate between the inner and 
outer workings of the body. 
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It is this move that incorporates a primal bodily experience of physical touch with a psychological and philosophical consciousness linking 
all the senses, sensory (tactile) perception and the sensual feel of touch into an embodied relationship that communicates something very 
real and of this world. Considerable attention to above fore mentioned were factors that influenced the development and construction of 
works for Play Things. 
 
 
During the preliminary investigative process in preparation for Play Things and while having examined relationships dealing with the 
sculptural body, materiality issues were being interrogated. As development progressed questions were raised relating to the visual aesthetics 
of the object. The crafted objects were being described as sensually visceral creations. This ran parallel with contextual concepts that 
influenced my practice at the time that include the exploration of the abject and the deformed and fragmented body. The search to find 
artists that subvert the often-idealised and aesthetised representations of women that are prevalent in more visual and less material modes 
of address, such as painting, lead me to the following group of artists where the representation of the female body characterized much of 
their work: Eva Hesse, Lygia Clark, Hannah Wilk, Rebecca Horn, Cecilia Vicuna, Yayoi Kusama, Annette Messager, Senga Nengudi, Ana 
Mendieta, Gina Pane, Louise Bougeouis and Carolee Schneeman. All women (mostly of whom lived and worked in America and Europe) 
during the 1960’s, 70, & 80’s and whose contribution to art and feminist discourse provided the ground from which I drew inspiration. 
 
 
While some of these artists rooted themselves within the politics of the feminist movement of the time, others did not necessarily identify 
their practices as being feminist (e.g. Rebecca Horn, Annette Messager) or as having a particular political affiliation or intention. It has 
been argued that they often found themselves being placed within these ideological (and marginalised) contexts for ease of categorization 
within the dominant narrative of Western art history, and to conveniently situate their often-unconventional practices within an ever-shifting 
field of art and social discourse. Griselda Pollock, when discussing “Bracha Litchtenberg Ettinger’s autist works from 1993-5” (Pollock 284) 
Pollock states: 
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Images mean nothing in general. They are mostly indifferent until someone attends to them and invests them with some vividness 
in the field of fantasy and desire. Strategies of representation in the visual arts, from painting to photography and film, have been 
institutionalized to lure our gaze and suture our desire to that which the culture wishes to fix us. Feminist interventions in the visual 
arts have therefore, of necessity, had to negotiate the question of the gaze, desire, suture, spectatorship. For a period during the 
1970’s, this produced a ‘negative aesthetics’ amongst certain feminists in the cultural field, a radical distanciation from any aspect 
of the spectacle and visual pleasure, a distrust of the visual image, of the iconicity, especially of women. (Pollock 284-285) 
 
 
It is important to note while Play Things had its roots within theoretical feminist discourse the intention was not to focus on the politics of 
power and identity arising from the feminist position. The contextual development of Play Things included examining how the ‘body’ had 
been represented in recent and historical art practice and how the expression of feminine experience in art, both historical and contemporary 
predominantly relied on the sculptural, material and performing body to communicate with the audience. Identifying parallels that linked 
Polynesian culture and that of feminine discourse prompted further investigation into the psychological and physiological context linking 
the materiality and physicality of the body. 
 
 
Questions emerged regarding the search to transfer a fuller means of exchange with the relationship that coexist in choices of materials, 
their use and how this application can be specially placed and understood within a New Zealand context and still be applicable to a wider 
audience. 
95 
 
 
 
 
 
 
 
 
 
 
 
 
 
  
  
  
  
  
  
  
  
  
  
  
96 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
EXTENSION ON PLAY THINGS    
Response  
  Hand Held’s n Sac’s  
  Old Salty  
  Bras n Things  
  The Budgie Smugglers  
    The Story  
    The Series  
97 
 
 
 
 
 
 
 
 
   
 
Figure 46. Wall drawings 1. Hand Held's n 
Sac's made from various fabric, dimensions 
vary, 2011, Vaimoana Eves jpeg file. 
Figure 47. Wall drawings 2. Hand Held's 
n Sac's made from various fabric, 
dimensions vary, 2011, Vaimoana Eves 
jpeg file. 
Figure 48. Wall drawings 3. Hand Held's 
n Sac's made from various fabric, 
dimensions vary, 2011, Vaimoana Eves 
jpeg file. 
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EXTENSION ON PLAY THINGS | Response  
 
The motivation for making the extension pieces stemmed from observations made during the showing of the 
Play Things install in response to participant reactions while handling the stuffed puffed underwear a design 
concept was developed producing a series of multiple items. The intention was to initiate a dialogue by inviting 
the audience/viewer to interact with the objects. Continuing to employ the use of association, attention and 
specific reference was made to the body and to the physical properties of materials. The items were made to scale 
where each could easily be held in one hand. The items were machine or hand sewn and made of many kinds of 
fabrics of different textures, colours, patterns and weight. All items were used to test for suitable relationships 
where the senses of touch and sight connected to the sensuous. 
 
 
 
 
Figure 49. Participant 
wearing reversible pocket 
puppet 1, 2011, Vaimoana 
Eves jpeg file. 
Through the aesthetic qualities, often with comic characterization the innate pieces became alive. Where the 
stories and narratives, titles, the fabric and even commonly used phrases had been used filling gaps or become 
direction pointers, altogether forming associations to complete the whole picture. A selection of four series 
have been included in this text. The series are as follows: 
 
Hand Helds n Sac’s 
Old Salty 
Bras n Things 
The Budgie Smugglers 
 
When sharing these manipulated and fabricated objects many the objects related and portrayed phallic and vulvic associations. The pieces instantly 
connected with most people. Response from these interactions included looking and touching. Some people did not enjoy the experience and 
showed their dislike, most laughed and giggled. Realizing the strength of position the visceral ‘hand holds’ embodied, the objects carry with them 
something other than a physical body. There was meaning attached and activated through a humorous sensibility. 
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Figure 50. Close-up 1 of pre-stuffed Hand 
Held, 2011, Vaimoana Eves, jpeg file. 
Figure 51. Close-up 2 of pre-stuffed Hand 
Held, 2011, Vaimoana Eves, jpeg file. 
Figure 52. Close-up of reversible pocket 
puppet 2, Hand Held, 2011, Vaimoana 
Eves, jpeg file. 
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EXTENSION ON PLAY THINGS | Hand Held’s n Sac’s 
 
 
Hand Helds n Sac’s were made from a variety of fabric and designed to be held in the 
hand, the components were to be fun and invite play. In this series attention was paid 
to the quality and resonance of the fabric itself. Parts cut from pieces of clothing which 
were used to dictate form. Fabric chosen for or was added to for a vibrant or quirky 
look. Referring to figure’s 46-48, 50,51 and 53. The Hand Held’s went through 
different stages of construction before a result was finalized. Items would be hung on 
the wall and arranged as if they were drawings, depicting pieces before being stuffed, 
shaped and manipulated. 
 
 
 
 
 
 
 
 
 
 
 
 
 
Figure 53. Close-up 3 of pre-stuffed Hand 
Held, 2011, Vaimoana Eves, jpeg file. 
These pieces began developing bodies of their own and soon started to turn in on 
themselves and later with the ability to be turned inside out. People would interact with 
these items in various ways. You could stick your hand in and play a ‘Hand Held’ like 
a puppet. People were observed tying them to their body, using it as a hat, or a cock 
piece. Figure’s 49 and 52 are reversible pieces and were made with the intention of 
being used two ways. Figure 49 shows a person wearing a finished article These items 
proved to be attract attention from a wide range of the public and many kinds differing 
interactions was observed. For the more reserved participant the Hand Helds n Sac's 
were tossed and kicked around the room as if a ball, some squeezed and stroked as if 
touching soft cuddly toys. 
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Figure 54. Old Salty and Family View 1, 
Vaimoana Eves, jpeg file. 
Figure 55. Old Salty and Family View 2, Vaimoana 
Eves, jpeg file. 
Figure 56. Old Salty, Vaimoana Eves jpeg 
file. 
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EXTENSION ON PLAY THINGS | Old Salty 
 
 
 
The series consisted of three hand held hand sewn objects. Each exploring/inviting the viewer to touch and experience the objects physical 
and sensual elements. Designed to fit into one’s hand and be handled, associations with the body became evident through the form and feel. 
 
 
 
Old Salty was a work made of lycra. To achieve a harder and grainer feel salt was used as a filler. The other works (refer figure’s 54 and 55) 
in the series, Rosebud (dark pink form) and Sandy (light pink form) were made using a softer cotton fabric and filled with flour for a softer, 
fleshy feel. The material qualities of lycra were very forgiving. Being very bodily it could respond, being pulled in all directions, unlike other 
stretchy material whose properties were not so forgiving. These objects were made to be fit into the palm of your hand. The pieces were 
made to mimic human characteristics. 
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Figure 57. A selection of re-modelled Bras, Various dimensions and materials. Bra's n 
Things, 2011, Vaimoana Eves, jpeg file. 
Figure 58. Close-up of re-modelled bra, latex 
covering, 2011, Vaimoana Eves, jpeg file. 
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EXTENSION ON PLAY THINGS | Bra’s n Things 
 
 
 
 
 
Figure 59. Close-up of 3x re-modelled bra's. Dimension vary, 
2011, Vaimoana Eves, jpeg file. 
Participating public were asked to donate redundant bras, while 
also contributing ideas on how their bras were to be decorated. 
The bras were then re-modelled. The process of deconstructing 
began with material exploration and then reconstructing 
underwear into a new style, taking on a different form from the 
original donated pieces. As with the other series, material 
associations continued along the lines of play, humour and the 
abstracted body. Because of the nature of the piece’s extra time 
was required to re-model, manipulate and re-stitch the obsolete 
garments compared with the delivery of pieces in other series. 
Some were covered with latex while others having additions with 
a more decorative sense. The objects became devoid of previous 
functionality but still held a recognizable familiarity, especially 
when presented on coat hangers and hung on a line. People were 
invited to handle and play with them. Pieces were also given away 
to interested parties. For some a sense of unease was observed 
during these activities, while other people were happy to see their 
re-modelled underwear hung on display. 
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Figure 60. Bra's n Things on display in warehouse, 2011, Vaimoana 
Eves jpeg files. 
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Figure 61. Image of a variety of re-modelled bras on 
display in shop. Bra's n Things, 2011, Vaimoana Eves, 
jpeg files. 
 
 
 
 
 
 
 
 
 
 
 
Always looking for places to test my work outside the gallery I 
would store works in my car available to be hung if an opportunity 
would arise. On one occasion, myself and a friend were visiting a 
warehouse that sold an array of second hand goods. In a section 
of the sprawling complex we found over one hundred outdated 
and stock surplus store manikins. Using pieces from the Bra’s n 
Things series we secretly dressed the naked and cold dummies with 
the up-cycled and remodelled bras and in another section added 
works into an existing in-store display. The set-ups were placed 
within many different environments and the arrangements would 
last for a short time but long enough to gauge a response and 
gather information on how effective the works were in relation 
use of materials, placement, scale and colour. I found these 
impromptu excursions valuable and often findings would 
influence parts of the decision-making process. 
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Figure 62. The Budgies - Location 1, Budgie Smuggler's Series, 
2011, Vaimoana Eves jpeg file. 
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EXTENSION ON PLAY THINGS | The Budgie  
Smuggler’s Story 
The story is about a Pirate Gang. The Pirates live by their own 
rules, they don't make a living like Martha at the post office or 
Jerry at the bank. (Well that is what their names tags state). These 
Pirates, so I am told make a living from smuggling and trading in 
stolen goods. Mrs Gorgesen - the baker's wife says, "they are 
rude and unruly, that bunch." And Grandma Tonkins, well, I 
have heard she thinks they are playing at being grown men in 
boy’s shorts. I don't really think they are that bad, just a bit 
misguided. I do know they work down at the docks and they 
enjoy a drink or two. They do make a living in traded goods, 
about the stolen part, I am not so sure. There are so many stories 
being told around town about the Pirate Gang - you never know 
what to believe, but this one is true. 
 
 
The Pirate Gang were wet, cold and hungry, had been working 
down beside the reef wall trying to secure the large boats before 
the impending storm was due. They had worked hard all day and 
it was nightfall before they managed to tie all the boats and return 
to their base. They were anxious to get back, it had been a while 
since they had been able to attend to their budgies. You see These 
Pirates had a secret - they all had pet budgies and cared for them 
dearly. 
 
 
 
 
 
Chilling gale force winds blew right through the wide gaps 
between the ill fitted weather boards at base, and their budgies 
were blue with cold. The Pirates of course were concerned about 
their budgies and decided it would be a good night to descend to 
their favourite drinking hole the Smuggler Arms, this was the only 
place they could freely take their budgies to warm by the fire, grab 
a drink and a good feed. Nothing like killing two birds with one 
stone. 
 
 
A short brisk seven-minute walk and they were there. The budgies 
were feeling better and the Pirates took to gulping copious 
amount of beer and feasting on drum sticks and fish fingers. As 
the night continued the pirates got very drunk, Now the Pirates 
loved their Budgies and the Budgies were quite attached to the 
Pirates, however when the smugglers got drunk the Budgies knew 
they were sometimes left to their own devices. The budgies had 
been cooped up all day, they were still in their cages and needed 
a stretch. This was when they planned their great escape. 
  
 
 
 
 
 
 
 
 
 
 
 
   
 
Figure 63. The Budgies - Location 2, 
Budgie Smuggler's Series, 2011, 
Vaimoana Eves jpeg file. 
Figure 64. The Budgies - Location 3, Budgie 
Smuggler's Series, 2011, Vaimoana Eves 
jpeg file. 
Figure 65. The Budgies Great Escape 
from heavy duty box, Budgie 
Smuggler's Series, 2011, Vaimoana 
Eves jpeg file. 
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EXTENSION ON PLAY THINGS | The Budgie Smuggler’s Series  
 
 
 
 
The Budgie Smugglers series developed from the need to find ways to entertain my family. A made-up story with multiple associations. The use 
of common language, slang, word and bodily association are devices used to create a dialogue, set a scene, make a suggestion, poke fun and 
entertain. It was important to create something reachable for all ages and understanding. 
 
 
As a family, we all took delight in a light-hearted joke, laughing with and at each other. I used this knowledge to instigate more animated 
characters to the story theme. We started to play out different imagined scenarios. These episodes were a time for fun and adventure. 
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Figure 66. Budgie Game: Be Like Me. Image of Budgie in various game positions, Budgie Smuggler's Series, 2011, Vaimoana Eves jpeg file. 
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Storytelling Aids 
The following items were used and made to aid the story being told and were made to be touched and interacted with. The items were made 
to fit into boxes, so they could be carried from place to place. Pieces were constructed for easy handling - so all who wished to participate 
could 
 
 
The box, a standard cardboard variety and a hardier wooden box and a stool made of recycled wood and screwed for stability and strength. 
 
 
The blue bulbous object was named ‘Big blue’. Made of lycra, machine and hand stitched and filled with salt. 
 
 
‘Big blue’ was photographed in various places. These images (refer figures 62-65) were used as prompts to make up variations of the already 
re-told story of the Budgie Smugglers. 
 
 
‘Big blue’ was also used in a game called, ‘Be Like Me’. A group game for two or more people, one person would swing ‘Big blue’ above 
their head while everybody chants B, E, LIK, E, JUST LIKE ME. The chant ends at ME and the swinger lets ‘Big blue’ go, letting it land 
in random positions (refer figure 66). The first person to be able to emulate the position wins the round. The game concludes when group 
interest wanes. 
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PLAY [  ] SPACE  
Testing the Boundaries 
Construction and Placement 
A Playful Engagement 
Recalled Moments 
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Figure 67. Diagram depicting placement of pieces within the gallery space, Play [ ] Space, Corbans Estate Arts Centre, 2012, 
Vaimoana Eves jpeg file 
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PLAY [ ] SPACE | Testing the Boundaries 
 
 
The Play [ ] Space installation was comprised of three works set up as an interactive space. Attention was given toward interactive processes 
incorporating construction, placement and interaction in relation to the space between the immediate body and the architecture of the 
surrounding space. Participation came to the forefront, processes were developed in line with material use and making. The focus changed 
from being primarily centred on the object to include a social aspect. The design and concept for the installation came to fruition by building 
on the strength of Play Things. Work was installed within the confines of a gallery space, some would regard this as a safe place to play, others 
would question the permitted physical activity, loud noises, laughter, shouting and clapping. The idea was to promote engagement and 
include playful interaction. In the first instance, it was up to the participant to initiate any form of interaction. Past exploration within a 
gallery space where the prompting of a heightened level of excitement and the promoting interaction was mostly left to chance. 
 
 
The gathering of feedback had been a concern with Play Things as I had not been available to observe and gather data first hand. Video 
recording and photographic images were taken as part of the documentation process for collecting data to gauge participatory levels and 
affect from the activities that occurred over the exhibiting period of the Play [ ] Space installation. Random visits to the exhibition space 
were made, often to observe, sometimes become part of the audience experience. There were definite differences between the younger and 
older generations. Children were the most responsive to the installation setup, they seemed happy to openly test out apparatus on their own 
and engage with other participants in the immediate vicinity. It seemed natural to play, older children from approximately ten years old and 
upward would poke fun at others and themselves, using sexual innuendo’s and interacting with an approach that could be considered 
competitive. While adults may have thought about wanting to touch and explore and/or make associations with the work, many seemed 
reluctant to physically interact and presented reservations that were associated more with an assumed correct social etiquette or as with an 
adult supervisory role, one of duty. 
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Figure 68. View 1. Placement of pieces within the gallery space. Dimension of pieces vary. 
Floor area 24m2, Play [ ] Space, Corbans Estate Arts Centre, 2012, Vaimoana Eves jpeg file 
 
 
The above image (figure 68) shows the placement of two pieces: ‘Bull’s Eye’ (left, front) and ‘Shoot the Hoop’ (right, back) and four soft 
fabric covered balls within the gallery space. A circle made of white electrical tape is seen to the right of the image, in the galley space looking 
toward the door to large gallery the circle is slightly to the right. Placement of a sign directing play (not shown) was placed below the 
Installation title (right hand side). 
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 PLAY [ ] SPACE | Construction and Placement 
 
 
 
Recalling participatory concerns with regard to the works in Play Things, interaction had not been actively encouraged. Play [ ] Space displayed 
an invitation to touch and play and in some instances people were guided on how to directly interact with the work. A sign had been placed 
under the exhibition title, in the corner of the room. The sign read: 
 
 
This is a place of play. 
Please explore, touch, throw and 
engage with the works in the room 
 
Shoot the Hoop 
Swing Ball 
Bull’s Eye 
 
The sign placed near the door entrance was designed to communicate the works intention, the individual titles for the pieces directed people 
to separate areas. The idea was to offer an indication of the formatted arrangement within the physical space. To some extent this action 
had worked. People would sometimes enter the room a little bewildered, taking a while to adjust to the invitation to physically engage, some 
people saw the sign and were heard to say, “hey, it’s ok to touch these things!” While others not reading the sign, ran in and started 
interacting straight away. On some occasions caregivers would hold children back and scope out the area before letting them play. Some 
people acted coy while others did not physically interact. They walked through the space, looking. As a generalized observation, the public 
who were well versed with viewing art within a gallery space took longer to let their guard down as opposed to the group identified who 
were not so familiar with art gallery etiquette. 
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Figure 69. View 2. Placement of circle drawn in white electrical tape, 
Play [ ] Space, Corbans Estate Arts Centre, 2012, Vaimoana Eves jpeg 
file. 
 
 
 
Associations linked to childhood memories of playing netball and attending gymnastic classes were influential in the concept and were 
carried into the physical space. A hint of an indoor court is signified by the circle drawn in white electrical tape. Positioned off centre (refer 
figure 69.) its presence is used to break the space between the front piece ‘Swing Ball’ and the middle piece ‘Bulls Eye’. An open space lies 
between these two pieces and the larger piece ‘Shoot the Hoop’ is situated nearer the wall. The use of the open space is used and operates 
as a demarcation between the pieces. 
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Figure 70. View 3 Placement of pieces within 
the gallery space. Dimensions vary. , Play [ ] 
Space, Corbans Estate Arts Centre, 2012, 
Vaimoana Eves jpeg file. 
 
The above image (figure 70) shows three pieces, ‘Bull’s Eye’ (left Middle), ‘Shoot the Hoop’, (right, back) and ‘Swing Ball’, (centre front). 
‘Swing Ball’ is a stretched blue 80 denier stocking hangs from the ceiling with a 20mm space between the stretched stocking and floor. This 
allows for ease of swing when the ball shape is hit. The stocking, weighted by a ball made of recycled clothing is placed in the foot of the 
stocking. 
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Figure 71. View 4 Placement of pieces within the gallery space with 
'pink and blue wall arrangement', Play [ ] Space, Corbans Estate Arts 
Centre, 2012, Vaimoana Eves jpeg file. 
 
 
There are two main pieces shown above (figure 71), ‘Swing Ball’ (middle, left) and ‘Bull’s Eye’ (middle, front) with the additional ‘wall 
arrangement’ seen to the left of the image. The ‘wall arrangement’ is an array of accessory pieces. Instead of conventional paddles, rackets 
or bats thick pink and blue stockings were substituted. Tennis balls and a variety of old clothing were used to fill the foot of the blue and 
pink stockings. Attached onto hooks they hung, dangling down the wall. Like equipment stored, ready for use or reminiscent of clothes 
hanging in the gym changing room. 
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Figure 72. View 1. Participants interacting with covered balls while in the gallery space, 
Play [ ] Space, Corbans Estate Arts Centre, 2012, Vaimoana Eves jpeg file. 
 
 
 
 
In all court sports, balls play an essential part of the game. A variety of different sized balls were used as part of the interactive installation. 
The balls ranged in size from 30 mm to 500 mm in diameter. The balls were covered in a fleece fabric similar in weight to a light sweat shirt 
material. The inside of the fabric with its soft feel was the outside covering. Figure 72 depicts participatory interaction using the covered 
balls. To present an orderly and uniform look (in keeping with all the associated pieces) pink and blue colours were also used. 
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Figure 73. View 2. Participant interacting with the ‘Bull’s Eye’ piece. 
Play [ ] Space, Corbans Estate Arts Centre, 2012, Vaimoana Eves 
jpeg file. 
 
The structure ‘Bull's Eye’ (refer figure 73) references Play Things. Representational of the body and also of a basketball hoop. The piece is 
made of two kinds of black stretchy fabric, a combination of a light and a thicker grade polyester-elastine. The properties that distinguish 
this material is that it is easy to move in. The lighter of the fabrics is commonly used to make light weight skivvies, tights and shorts whereas 
the heavier stretchy black fabric to make heavy stockings, similar to ones worn as a high school student. Both fabrics had enough give to be 
bounce back into shape when stretched. Over the duration of the show the give of the material subsided. (refer figure 75) Note the fabric 
attached to the hoops in are droopy and stretched. ‘Swing Ball’ (front) and ‘Shoot the Hoop’ (rear). (Refer also to figure 77) Pieces were 
ripped, torn and stretched. The well-used structures looking worn out, torn and tied as if mimicking the body - with time our own bodies 
seem to do the same thing. 
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Figure 74. View 4. Participant interacting with the hoops, part of the 
‘Bull’s Eye’ piece. Play [ ] Space, Corbans Estate Arts Centre, 2012, 
Vaimoana Eves jpeg file. 
Figure 75. View 1. Image of post participant interaction, 
Play [ ] Space, Corbans Estate Arts Centre, 2012, 
Vaimoana Eves jpeg file. 
 
 
 
 
 
 
The hoops that make up part of the structure for ‘Bull’s Eye’ are covered in binding tape, a material used for hemming shorts. Each hoop 
is covered in a different coloured pink, blue or black binding tape. Stretchy black stocking fabric hung from the ceiling connected to the 
hoops. The hoops were suspended at mid-height. The (lighter) stretchy fabric is attached to the bottom of the hoops, the fabric fall to the 
floor, where five kilo bulbous spheres made from old clothing helped ground the structure in place. All the component parts that hung from 
the ceiling were secured on hooks. A carabiner clip was used as the link that secured the individually hung pieces. Key rings were used when 
needed as additional connector links. This application was used throughout the installation. 
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Figure 76. View 5. Audience interaction with the piece 
"Shoot the Hoop", Play [ ] Space, Corbans Estate Arts 
Centre, 2012, Vaimoana Eves jpeg file. 
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‘Shoot the Hoop’ (refer figure 76) is made from made black thick recycled stockings and a heavy variety of black stretchy fabric (as used in 
the construction of ‘Bull’s Eye’). Hula Hoops were used as the rings for supporting the width of the structure. The tip of the piece was made 
of recycled fabric that had been machine sewn into tubes and stuffed with poly-cotton stuffing. The piece was then hand sewn to make the 
shape of a cone. Shoot the Hoop was designed to mimic a body hung upside down. Separate pieces of black stretchy fabric were made to 
resemble legs, that reached from one side of the room to the other. Balls could be thrown into the suspended construction. All the 
component parts that hung from the ceiling were secured on hooks. A carabiner clip was used as the link that secured the individually hung 
pieces. Key rings were used when needed as additional connector links. 
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Figure 77. View 2. Image of post participant interaction, Play 
[ ] Space, Corbans Estate Arts Centre, 2012, Vaimoana Eves 
jpeg file. 
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PLAY [ ] SPACE |A Playful Engagement  
 
 
 
Galleries are generally accepted and understood as a place where people look and don’t touch, where quiet contemplation is often observed. 
Gymnasiums are a place for physical exercise and the playing of games. When a gallery is turned into a place where people are encouraged 
to play, shout and laugh out loud gallery etiquette was tested, especially when other exhibitions were held within the same vicinity at the 
same time. Play [ ] Space installation was showing during a time when a children’s arts festival was held. 
 
 
Play [ ] Space stemmed from the practical and conceptual applications used in the development of work for Play Things and Play [ ] Space as 
it employed similar methods and techniques such as the reference to the body, similar use of colour, materials, construction and placement. 
Similarly, the attendance of recalled memories. Using childhood experiences of growing up in the sixties and seventies to influence work 
produced for Play [ ] Space; such as playing games, attending gymnastic classes, the leotards, the gymnastic apparatus and the ability to be 
flexible. 
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Figure 78. View 6. Participant interaction with individual 
stuffed piece (accessory), Play [ ] Space, Corbans Estate Arts 
Centre, 2012, Vaimoana Eves jpeg file. 
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Figure 79. View 7. Participant interacting with 'Swing Ball', 
Play [ ] Space, Corbans Estate Arts Centre, 2012, Vaimoana 
Eves jpeg file. 
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Figure 80. View 8. Participant interacting with the ‘Bull’s Eye’ piece. Play [ ] Space, Corbans 
Estate Arts Centre, 2012, Vaimoana Eves jpeg file. 
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Figure 81. View 9. Participant interacting with an 
individual stuffed piece (accessory), Play [ ] 
Space, Corbans Estate Arts Centre, 2012, 
Vaimoana Eves jpeg file. 
PLAY [ ] SPACE |Recalled Moments 
 
 
 
One of the initiatives for Play [ ] Space was to promote engagement and include 
playful interaction. On one occasion a couple of people chose to engage with 
each other by throwing and pulling pieces toward each other. This activity 
developed into an impromptu game where other participants joined in. The rules 
of engagement were made up as the game was played out and lasted for 
approximately five to ten minutes. There were fifteen to twenty people in total in 
the room. Some were active in play while others observed from the side line 
where they encouraged activity by clapping and cheering the players. At the height 
of the playful banter the level of noise escalated with hooting and laughter and 
being playful. Some people were observed dancing around the room, interacting 
with friends and strangers alike. 
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Figure 82. View 10. Participants interacting with 'Swing Ball', Play [ ] Space, Corbans Estate Arts 
Centre, 2012, Vaimoana Eves jpeg file. 
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Figure 83. View 11. Participants interacting with pieces in gallery space, Play [ ] Space, Corbans Estate Arts Centre, 
2012, Vaimoana Eves jpeg file.  
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Figure 84. View 12. Participants interacting with pieces in gallery space, Play [ ] Space, Corbans Estate Arts Centre, 
2012, Vaimoana Eves jpeg file.  
136 
 
 
 
 
 
 
 
   
 
Figure 85. View 13. Participants 
interacting with pieces in gallery space, 
Play [ ] Space, Corbans Estate Arts 
Centre, 2012, Vaimoana Eves jpeg file.  
Figure 86. View 14. Participants 
interacting with pieces in gallery 
space, Play [ ] Space, Corbans 
Estate Arts Centre, 2012, 
Vaimoana Eves jpeg file. 
Figure 87. View 15. Participants 
interacting with pieces in gallery space, 
Play [ ] Space, Corbans Estate Arts 
Centre, 2012, Vaimoana Eves jpeg file. 
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RIDE ON MAN  
Physical Dysfunction 
Built In Obsolescence  
Humour 
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Figure 88. A preliminary plan and drawing for Ride- 
On-Man, 2013, Vaimoana Eves jpeg file. 
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RIDE ON MAN | Physical Dysfunction 
 
 
 
 
Ride-on-Man was made to sit on and sit in the gallery space. A redundant second hand exer-cycle was used. The bike was altered to replicate 
how I felt when riding the bike. It was uncomfortable and did not feel to have the right fit. To enhance this feeling the bike seat was turned 
to another angle. The seating area was also fitted with a bulbous area around the seat to also mimic the feel of an uncomfortable ride and 
the way I saw myself riding the bike. Lycra was the preferred fabric as the material could be stretched in different directions and it referenced 
the early 80’s, of younger days frequenting the then popular aerobics classes. The metallic purple and gold coloured material were chosen 
for the same reasons and referenced the same time frame. The placement of the bike was in a small area and be competing against other 
items for visual appeal. The vibrancy of the metallic material aided effect. A sign was placed on the wall and on the floor to suggest people 
may need to stand in line, just as I had done as a child waiting patiently for a play on the ride on. Squeaky toys were placed into the top part 
of body of the bike and would randomly make sounds when sat on and pedalled. 
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Figure 89. View 1. Snap Shot of video taken of participant 
interaction, Ride-On-Man, Unitec Grad Show, 2013, 
Vaimoana Eves jpeg file. 
Figure 90. View 2. Snap Shot of video taken of 
participant interaction, Ride-On-Man, Unitec Grad 
Show, 2013, Vaimoana Eves jpeg file. 
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RIDE ON MAN | Built In Obsolescence 
 
 
“The attitudes, gestures and movements of the human body are laughable in exact proportion as that body reminds us of a mere machine.” 
(Bergson 17) 
 
 
 
Ride-on-man is an extension of both Play Things and Play [ ] Space and is formulated from an accumulated experience that include utilizing 
findings from intervention and interactions written within this text. Ride-on-man is a refinement of previous investigations but not a final 
work-in-itself. A conscious decision to use the exer-cycle was a move away from relying on the pull and tug (replicating the muscles) of the 
human body to the mechanical (the machine) as a means of supporting the seated human body, the machine does not get turned on and is 
operated by the human exerting physical activity. I include here the aging body as possessing similar qualities to an aging machine. Over 
time machines age and become dysfunctional, things don’t work as they were when new and younger. The once glossy and new the aging 
machine looks tired, needs a new paint job and has a tendency to break. Regular servicing and changing of parts is required. The older 
machine often becomes less efficient and requires the original model to be adapted and updated. 
 
 
I wanted to have people physically interact by hopping onto the broken and grossly misshapen bike, pedalling fast, huffing and puffing. An 
exercise ride that is going nowhere and to extend a human element of humour into the piece, to be precise, the ability to laugh at oneself 
and the connection with an aging machine. 
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Figure 91. View 3. Snap Shot of video taken of 
participant interaction, Ride-On-Man, Unitec Grad 
Show, 2013, Vaimoana Eves jpeg file. 
Figure 92. View 4. Snap Shot of video taken of 
participant interaction, Ride-On-Man, Unitec Grad 
Show, 2013, Vaimoana Eves jpeg file. 
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RIDE ON MAN | Humour  
  
Past projects had incorporated humour as a device to attract participation. This exercise is an example of exploring participation. By inviting people 
to ride a broken, misshapen exer-cycle, a piece made to invoke light hearted humour and reference how it is refreshing to laugh at oneself I wanted 
to have people physically interact by hoping onto the broken and grossly misshapen bike, pedalling fast, huffing and puffing and make the 
connection with the aging machine. An exercise ride that is going nowhere fast. When speaking of humour, it is not so much about being good at 
joke telling it is more about finding opportunities that find a way of making a connection with others through a universal application and 
understanding of having a ‘sense of humour’. This brings up questions of how and in what way could a humorous sense be cultivated and extend 
outward focusing not only on the object but venture to inhibit the spaces we move? 
 
 
During preparation for Play Things a group of contemporary female artists were used as part of the research. These artists employed a variety of 
artistic modes to communicate their work, all involve audience participation in some way. Laresa Kosloff, Pipilotti Rist and Hayley Newman use 
the spatial, physical and material dimensions of their practice with humour and a playfulness that acknowledges the relatedness of sculptural form 
to the viewer’s body. Laresa Kosloff and Alicia Frankovich, The Velodrome Project, Melbourne, 2006. Use strategies that employ risk and 
confrontation. Hayley Newman, The Mermaid, De La Warr Pavillion, UK, 2005 employ slapstick tactics and with Homo Sapiens considered 
positioning of the audience in the space. Pippilotti Rist, Chiesa di San Stae, Biennale di Venezia, 2005, create interactions with audience and objects 
that both transgress conventional norms of ‘appropriateness’ and yet engender a fulsome engagement with the ideas and well theorised notions of 
the female body as ‘other’. These artists and their works enabled a wide scope to work from and consequently influenced how I processed and 
executed pieces to operate within a selected space. With the Play [ ] Space installation the space was set up with the intention of instigating 
participation as part of the work through an obvious ‘sense of playfulness’. Being able to observe people and situations in action during the showing 
of Ride on Man, Play Things and Play [ ] Space confirmed how a playful sense can be used and connect people. Humour can add value and ties practical 
work and contextual thinking to my practice. 
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|REFRAMING THE PROJECT       
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THE QUESTION | REWORKED  
 
Due to the nature of how and what works were being produced, the project had evolved and moved in another direction. The project was 
reframed to reflect the changes. It was also an appropriate time to consider the function and relevance of the research question. The 
foundation to base work from was still valid, however it seemed a logical and plausible step to rework the question to suit the new framework. 
The reworked question reads: 
 
 
How can participatory action influence the making and apprehension of art works and create a more meaningful exchange between the art 
work and viewer? 
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 PLAY 
GROUND EXTENSIONS | THE MOVE FROM GALLERY TO NON-GALLERY  
 
 
 
POP ME    
Material Shift          
PLAY GROUND ANTICS  
  Letting Things Go  
  Recalled Moments  
 
PARKS AND PARTICIPATION 
Making Out in Public Spaces  
  
 
FROM MATERIAL TO PARTICIPATION 
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Figure 93. Collage of participant interaction, Pop Me, Te Po Gallery, 2012, Vaimoana Eves jpeg 
file. 
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POP ME | A Material Shift               
 
The party. An atmosphere full of excitement. The tables, cake, presents, the food, balloons and lollies.... a highly-anticipated time for a 
seven-year-old. 
 
 
Following the findings from previous exhibitions, Pop Me continued to employ a similar approach and application in the delivery of works 
such as: using childhood memories as a catalyst for developing work. The aim was to concentrate on participation and play. This included 
physical activity and a multiple sensory experience that included touch, colour, sound. Where Play [ ] Space referred to the gymnasium and 
ball/court activities the theme for Pop Me is based on personal memories of attending children’s birthday parties. 
 
 
 
THE SETUP 
 
 
Activity was to operate within a gallery setting as well as promoting participation from a ‘non-active’ viewer/participant. Common everyday 
items used in children’s parties were appropriated for use. Balloons, lollies, (party)/gallery invite communicated the title Pop me, the duration 
and location. Drawing pins were also used (an item used in the party game - Pin the tail on the donkey). The use of everyday items was a 
deliberate move away from intensive making, concentration was centred on observing social interaction and responses from the 
participant/viewer. The balloons and lollies were signifiers of fun, the drawing pin an unexpected agitator aiding the temporary visitor. 
Nothing was activated without action and bodily movement. 
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Figure 94. View 1. Participant interaction, Pop Me, Te Po Gallery, 2012, 
Vaimoana Eves jpeg file. 
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Figure 95. View 2. Participant interaction, Pop Me, Te Po Gallery, 2012, 
Vaimoana Eves jpeg file. 
 
 
 
 
 
 
 
 
 
 
 
 
 
As part of this investigation on participation and 
inclusion onlookers were invited to take photos and 
videos from their mobile devices of happenings 
within the space. Data was sent to an email address 
with the understanding it formed part of this project. 
People did send in data however the response was 
limited. To increase volume other investigations 
would need to follow. Many factors needed to be 
considered such as location, time span and the 
patronage. Venturing outside the gallery walls was the 
next step in exploration. 
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Figure 96. View 3. Participant interaction, Pop Me, Te Po Gallery, 2012, 
Vaimoana Eves jpeg file. 
 
 
 
 
 
 
 
 
 
 
 
Over one hundred and fifty balloons were filled with 
air, a single wrapped lolly/candy was inserted in some 
of the balloons. The balloons were left to roll and 
move freely on the floor. Drawing pins had been 
adhered using blue tack) and randomly placed on the 
gallery walls. The drawing pins were protruding - pin 
side out. 
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Figure 97. Participant initiating balloon popping, Pop Me, Te Po Gallery, 2012, 
Vaimoana Eves jpeg file. 
 
 
 
 
 
 
 
 
As people entered the gallery space balloons would 
move around, as with the previous installations 
some people were observed as willing and active 
participants and some people preferred to linger in 
the background or on the outer extremities of the 
space. Participants would hit the balloons around 
in the gallery space. When a balloon was flung into 
the wall and contact with a protruding drawing pin, 
the balloon would pop, a loud bang would 
reverberate through the room. On the odd 
occasion a wrapped lolly would fall out to meet the 
participant - an unexpected surprise. 
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Figure 98. View 4. Participant interaction, Pop Me, Te Po Gallery, 2012, Vaimoana Eves jpeg file. 
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The show was open for a duration of three days, on the last day a group of seven children aged between nine and twelve years old were 
invited to help with the de-install. Half of the group had not met each other before. They were left to run free in the space and within ten 
minutes the helpers were running, jumping, singing, dancing - popping balloons and eating lollies. Figure’s 93 to 97 are images of the group 
interaction in the space. 
161 
 
 
162 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
PLAY GROUND ANTICS  
  Letting Things Go  
  Recalled Moments  
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Figure 99. View 1. Design group members testing pieces before the opening of the temporary 
installation, Playground Antics, 2012, Vaimoana Eves, jpeg file. 
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PLAY GROUND ANTICS | Letting Things Go  
 
 
 
A shift in perspective from object centred activities to place the participant as a priority developed further with a series of activities that 
incorporate Play Ground Antics. While material considerations still featured as a part of the construction the decisive shift enabled investigation 
toward the suitability of the situating of potential works and the exploration of participants’ interactive responses regarding outdoor activity 
in public spaces. Interactions and interventions continued on the subject of participation that included exploration around play. 
 
 
 
A one-day workshop was organized with the local Intermediate School. The workshop aim was for a group of twelve Year 7 students to 
experience the process of creating an art installation in an outdoor area and to experience sharing their work with others. Through these 
actions the students may have the opportunity to develop a wider awareness toward differing perspectives on how art and art making could 
be viewed. The objective for the collaborative exercise was to test and encourage engagement and interaction with the temporary structure 
and surrounding space. There were no strict rules or regulatory procedures governing the Play Ground Antics series. This opportunity allowed 
for greater flexibility regarding the facilitation of the project and offered a space where participants were able to test and extend the 
boundaries associated with perceived accepted normal behaviour (expanded on later in this section). The group of twelve participants were 
the planning team. The group was given a brief introduction into the installation practice and an explanation about the concept relating to 
the Play [ ] Space installation. The group explored, and re-generated original pieces used in the Play [ ] Space selecting specific pieces for use, 
where they eagerly cut and ripped apart parts of the pre-made pieces, re-making to suit their own installation ideas. 
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Figure 100. View 2. Design group members testing pieces before the 
opening of the temporary installation, Playground Antics, 2012, 
Vaimoana Eves, jpeg file. 
Figure 101. View 3. Design group members testing pieces before the 
opening of the temporary installation, Playground Antics, 2012, 
Vaimoana Eves, jpeg file. 
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Figure 102. View 4. Design group members testing pieces before the opening of 
the temporary installation, Playground Antics, 2012, Vaimoana Eves, jpeg file. 
 
 
 
 
 
 
 
 
 
 
The planning, making and construction of the 
installation was to be completed within a three-hour 
time frame. To improve efficiency the group 
organized themselves into smaller teams. The 
enthusiastic and self-motivated planning group 
formatted a draft design and drew up a time 
schedule to aid their project completion. 
 
 
Assembly and construction was finalized only after 
the group could ascertain what materials on hand 
would most fit the purpose. To ensure the install 
was functioning and ready for opening time each 
team member was assigned specific duties to attend 
before and during the showing of the installation 
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Figure 103. View 5. Design group members testing pieces before the 
opening of the temporary installation, Playground Antics, 2012, 
Vaimoana Eves, jpeg file. 
 
 
 
The teams allocated thirty-minute time periods to carry out various tasks and tests. Pieces were placed for practical means, to work within 
the designated outdoor space and situated for the convenience of prospective participants. The designated space was marked out and 
separated into three areas. Each area would contain one type of structure that enabled or invited play. Items were secured around and hung 
off tree trunks and branches. 
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Figure 104. View 6. Design group members testing pieces before the 
opening of the temporary installation, Playground Antics, 2012, 
Vaimoana Eves, jpeg file. 
 
 
 
All structures were tested for durability and safety. Team members tested apparatus by using all their strength and weight to pull and stretch 
the pieces as far as they could. If an item broke the setup would then be reviewed and reconstructed to a working condition. Demarcation 
lines were used throughout the space using white, blue and red coloured electrical tape. 
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Figure 105. View 7. Design group members setting up game. 
Electrical tape is used to draw demarcation lines, Playground Antics, 
2012, Vaimoana Eves, jpeg file. 
Figure 106. View 8. Design members testing game 'x marks the spot.' 
Playground Antics, 2012, Vaimoana Eves, jpeg file. 
 
 
Placement of an X marked a starting point or referred to a place to aim for in the game being marked out in figure’s 105 and 106. Participatory 
action is an element in the game design featured in figure 106. Participants were invited to compete to see how far they could reach by using 
their body to stretch the apparatus as far as they could while still inside the hoop. 
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Figure 107. View 9. Participant interaction. 
Image taken approximately 30 minutes after 
opening time, Playground Antics, 2012, 
Vaimoana Eves, jpeg file. 
 
 
 
 
 
 
 
Figure 108. View 10. Participant interaction. 
Image taken approximately 30 minutes after 
opening time, Playground Antics, 2012, 
Vaimoana Eves, jpeg file. 
 
 
 
 
 
Over the hour-long lunch break many 
types of interactivity was observed. From 
very physical games to theatrical and 
imaginative interludes. Surprisingly 
among the crowd and noise were 
moments of solitary contemplation. 
 
 
The construction had been stretched to 
the limit. Items had been thrown and 
stomped on. Pieces were torn or ripped 
apart, the clothing fabric that had been 
used as stuffing was strewn over the 
ground. The group of twelve students 
were left to tidy the mess. 
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PLAY GROUND ANTICS | Recalled Moments   
 
 
 
OPENING TIME: A teacher had given the job of documenting the construction and installation process and consequent proceedings 
following the install of Play Ground Antics to a pair of Year 7 boys. The pair used a digital camera and video recorder for recording purposes. 
During the testing session with the planning group one of the documenters queried the artistic validity of the various assembled and 
constructed pieces. He stated, referring to the installation “how is this art, there are no pictures or drawings?” As the facilitator, I would 
have spent more time in discussion with the boy and time was limited, as at that exact moment the lunch bell had rung and within two 
minutes two hundred and fifty Year 7 and 8 students were yelling and screaming and waving their arms, running toward the lunch platform 
and surrounding area which had been used as the designated space for the installation. I turned to the boy, smiled and responded shouting 
as loud as I could, “just wait and see what happens and in the mean-time it would be good to record some of the things you observe.” The 
boy smiled widely and nodded and promptly ran into the sea of bodies. The installation space had yet to be declared open, the platform 
supported a large crowd of students and a small group of teachers. The students engaged in loud playful activity, interacting among 
themselves and with the installation. At the time, there seemed little concern for authority, the school and playground rules had temporarily 
been disregarded. Except for the group of duty teachers who in their attempt to control the impending mayhem, their authoritative warnings 
were of little effect, their voices were no competition with the roar of the large crowd. There was the usual playground pushing and shoving 
between students with peer group pressure to keep a measure of balance. This behaviour lasted for approximately 20 minutes before the 
atmosphere quietened to a busy bustle of activity. During the period of extreme excitement, the boy who had questioned the artistic validity 
of the installation came rushing up to me. He was yelling with glee. “Now I understand! I can’t believe it, there are all sorts of people out 
there!” I smiled and yelled “did you manage to get any footage?” He yelled back “What do you mean? I’ve been too busy having fun!” He 
then ran off with the camera hanging around his neck. I was unable to retrieve sufficient video footage or images from all the documenters 
from the day and relied on a limited number of images and footage from a mobile phone and a camera. 
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As the event unfolded and after the initial euphoria of being part of the pandemonium had subsided various members of the planning group 
had approached me and voiced opinions regarding their art work being played with in such a vigorous manner and were concerned the 
installation was going to be destroyed. Considering the situation, I calmly assured the students the actions being witnessed were part of the 
process. Adopting a wait and see attitude the group settled, for some focus turned to assisting in the interaction of their work, while others 
spent time in observation, watching the spectacle play itself out. 
 
 
When the reconstructed items were installed into a shared space any value the ‘group of twelve’ held regarding the material or investment 
of time associated with the production and construction of pieces had begun to dissipate when the install was taken over by the crowd. 
Discussion about propriety and the sharing of works were left for later that day after the installation had been dismantled. Questions arose 
regarding the authorship/ownership of the new work. Were the new claimants the participants who interacted with installation? Where is 
the value if the work is broken and misshapen? The second half of the day included exploring these ideas and of the teams’ shared experience, 
a dance piece and short animation was instigated. 
 
 
At the end of the day all anxiety and anticipated expectations were surpassed. Nobody who had attended the planning and construction of 
the installation could have envisaged the reception the work would receive. If measurement was determined on crowd response, participant 
engagement and interaction only, the project would be deemed a success. To validate a positive response within a wider context other 
influencing factors that contributed to Play Ground Antics performance needed to be considered. This included feedback from Group of 
twelve on outcomes that attributed to the group’s design, making and installation process in relation to the outdoor site and material 
reconstruction that enabled a space where others were able to participate with their work and, for the group of twelve members to be 
immersed in the experience of sharing their work with others. 
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Transfixed by our technologies, we short-circuit the sensorial reciprocity between our breathing bodies and 
the bodily terrain. Human awareness folds in upon itself, and the senses-once the crucial site of our 
engagement with the wild and animate earth-become adjuncts of an isolate and abstract mind bent on  
overcoming the organic reality that now seems disturbingly aloof and arbitrary. (Abram 267) 
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Figure 109. View 1. Image of vandalized playground, Parks and Participation, Alan Reserve, Vaimoana Eves jpeg file. 
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                                                      PARKS AND PARTICIPATION 
Making Out in Public Spaces  
179 
 
 
 
 
 
 
 
 
 
 
 
 
Figure 110. View 2. Panoramic perspective of suburban reserve area where a children's playground (left of image) had been situated, Parks and Participation, Alan Reserve, 2013, Vaimoana Eves 
jpeg file. 
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PARKS AND PARTICIPATION | Making Out in Public Spaces  
 
 
The Parks and Participation project was initiated when the local and well patronized children’s play-ground was closed due to vandalism. The 
council authority deemed the space unsafe and was temporarily sectioned off with notices placed along the fence line that stated, “CLOSED 
UNTIL FURTHER NOTICE”. Living nearby I would see families enter the park reserve and walk toward the playground space. Upon 
realising the play-ground had burnt to the ground many would look disheartened and immediately vacate the scene. Most people did not 
stay long enough to engage with the natural features the park offered. 
 
 
The urban reserve, approximately 1500 square meters in total comprised of a static playground, a grassed area, trees and shrubbery. There 
are four entrances to the reserve. A concrete pathway leads from three of the entrances, all join as they pass the playground vicinity. The 
fourth entrance is located at the opposite end of the grassed field. A well-trodden dirt path travels through the grassed area to the playground. 
The dirt path is shadowed by three evergreen trees located just off centre to the total area and leads to two tree stumps that are located 
approximately three metres opposite the playground. There was a selection of smaller deciduous trees dotted at various points within the 
space and shrubbery can be seen to line the border of the reserve. The grassed areas were used for the occasional ball games and provided 
a good space to for dogs to retrieve sticks and exercise. Members of the public were rarely seen to explore or use the natural space in a 
creative way for play. 
 
 
Motivated in finding a way to rejuvenate and promote interaction within the under-utilized shared public space I ventured onto the grassed 
reserve, sat beneath a tree and started to construct a (temporary) structure using stockings, string, wools and a variety of material found 
within the local vicinity. People passing through the space were invited to assist in the making and construction of an alternate play apparatus. 
People willingly gave their time to help make and set up three temporary apparatus that they and other people could use and enjoy. 
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Figure 111. View 3. Panoramic image showing where activities were conducted and works hung in and from trees. The 
participants, Parks and Participation, Alan Reserve, 2013, Vaimoana Eves jpeg file. 
icon indicate areas most frequented by 
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Figure 112. Items used in the making of 
work. Parks and Participation, Alan Reserve, 
2013, Vaimoana Eves jpeg file. 
 
 
 
 
 
 
 
Figure 113. Image of pieces suspended between two trees, Parks and Participation, Alan Reserve, 
2013, Vaimoana Eves jpeg file. 
 
 
The install lasted three days. The first day was a period of construction whilst the 
other two days the pieces were left to billow in the wind. Upon finding out about the 
pop-up  structure people from the neighbourhood generously gave items for 
use. 
People all ages and ethnicity participated and were enthusiastic about being part of the making. Some people were uneasy about creating 
something without direct instruction, especially when having to improvise with the materials on hand. Individuals were often heard 
commenting: “I don’t know what to do” or “I’m not creative” and “I can’t think of anything”. With encouragement and some direction 
participants felt comfortable to engage in making and stayed from ten minutes to an hour. Conversations developed, people shared stories, 
sang and joked with each other. 
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Figure 114. Image of setup play prior to suspending object 
from tree, Parks and Participation, Alan Reserve, 2013, 
Vaimoana Eves jpeg file. 
Figure 115. Image of interactive activity with object and tree, 
Parks and Participation, Alan Reserve, 2013, Vaimoana Eves 
jpeg file. 
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Figure 116. Interaction with piece while climbing tree, 
Parks and Participation, Alan Reserve, 2013, Vaimoana 
Eves jpeg file. 
 
 
 
 
 
 
 
 
 
Figure 117. Image of participant during 
construction of make shift net, Parks and 
Participation, Alan Reserve, 2013, 
Vaimoana Eves jpeg file. 
 
 
 
 
 
 
 
A group of children used the 
opportunity to climb a tree (figure 116), 
something they had never experienced 
doing in the park before that day. This 
same group of children had come to 
play at the playground, when they 
found the playground had been 
vandalized their attention turned to the 
make shift playground and ended 
staying for over two hours. They made 
objects by recycling old stockings and 
turned them into usable and interactive 
structures. 
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Figure 118. Front view of make shift goal return 
(created by participants), Parks and Participation, Alan 
Reserve, 2013, Vaimoana Eves jpeg file. 
Figure 119. Back view of make shift goal return (created by participants), Parks and 
Participation, Alan Reserve, 2013, Vaimoana Eves jpeg file. 
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Figure 120. Children playing games using make shift net (created by participants), 
Parks and Participation, Alan Reserve, 2013, Vaimoana Eves jpeg file. 
 
 
 
 
 
 
 
They found a suitable area to set up a make 
shift net to play volleyball and used a tree as a 
support for a goal target. A ball was kicked 
into the targeted area, the ball would bounce 
back to the kicker. It was also used as a netball 
goal shoot. 
 
 
For three consecutive days the children 
returned to play at the make shift playground. 
On the third day their stay was only for a short 
period. as their playground had disappeared., 
they left disappointed. A council contractor 
had removed the installation. The trees 
wrapped in and strung with the stockings were 
deemed unsafe. 
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FROM MATERIAL TO PARTICIPATION 
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FROM MATERIAL TO PARTICIPATION 
 
 
In my installations the viewer is invited and included through a participatory action and playful sensibility and where participant actions 
contribute to the activation of works. Explorative exercises with the specific intention to invite and include a wider scope of participation 
were executed. The Play [ ] Space, Play Ground Antics and Parks and Participation projects were reviewed as a collective body, this enabled 
future works to function to a fuller extent. The review process highlighted points for consideration with regards to practicalities on design 
and construction, such as finding flexible but durable and hardwearing materials that were easy to transport and suited for the outdoors. 
Constructing and setting outdoor installations and interventions utilized the physical/lived spaces and natural surroundings. 
 
 
These series of works, process driven and experimental in nature had undergone a fundamental shift. Initial practical art-making processes 
and application moved from the object/artist centred means to incorporate interactive and participatory activity and where the object acted 
as an intermediary. During the processing and delivering of Play [ ] Space, Play Ground Antics and Parks and Participation projects questions arose 
in relation to spatial arrangement of works and how pieces could successfully operate within specific environments. Material placement were 
adjusted accordingly to technical and practical calculation and plotted on commonly understood court games such as tennis, netball and 
basketball. Finding and using appropriate objects or products to use or make depended largely upon the understanding of how people and 
groups operated the objects and interacted within spaces. A conscious move toward developing specific and inclusive actions, through the 
process of object making that involved social exchange was instigated. 
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The social movements of the of the 1960’s led to greater social engagement in art and installation art, centring on process 
and site-specificity, which all influence socially engaged art practice today. In previous decades, art based on social 
interaction has been identified as “relational aesthetics” and “community,” “collaborative,” “participatory,” “dialogic,” and 
“public” art, among many other titles. (Its redefinitions, like that of other kinds of art, have stemmed from the urge to draw 
lines between generations and unload historical baggage.) “Social practice” has emerged most prominently in recent 
publications, symposia, and exhibitions and is most generally favoured term for socially engaged art. The new term excludes, 
for the first time, an explicit reference to art-making. Its immediate predecessor, “relational aesthetics” (which ironically, 
refers more to traditional values-i.e., beauty-than does “art”). The exclusion of “art” coincides with a growing general 
discomfort with the connotations of the term. “Social practice” avoids evocations of both the modern role of the artist (as 
an illuminated visionary) and the postmodern version of the artist (as a self-conscious critical being). Instead the term 
democratizes the construct, making the artist into an individual whose specialty includes working with society in a 
professional capacity. (Helguera 2-3) 
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During this period the adoption of ‘open form’ principles into practice assisted the conceptual development that influenced practical 
associations for Parks and Participation. ‘Open form’ theory is a concept formalized by Polish architect and educator Oskar Hansen (1922- 
2005) where the architectural space is influenced sociologically through human activity (Gorzadek). I was particularly interested in exploring 
Hansen’s philosophical views relating to process as practice and the inclusion of the individual as an active participant in the process of 
creating environments/spaces. Historically the object/artist was the subject of hierarchical dominance. By allowing the 
participant/individual to become part of the active process shifts this equilibrium. This attitude signalled a contextual re-positioning and 
focus turned to the discipline of social practice. 
 
 
In earlier works, such as with Play [ ] Space and Play Things social engagement being part of the project terrain had been questioned. As the 
journey continued the quest to validate this relevance widened to include identifying with the term ‘socially engaged art’. This position was 
strengthened when acknowledging the actioning of Parks and Participation, that include processes of inquiry and activity with the purpose of 
encouraging public engagement. Parks and Participation is an example of this, where the concept was to promote a specific awareness of 
being able to utilize the natural environment and was enacted via a playful sensibility. 
 
 
The work’s, Parks and Participation and The Brick Wall Project were directed toward audience/participant inclusion. While acting as a facilitator 
for these projects I also included myself as a participant. These actions enabled a speedy gathering of information and I was able to acquire 
a depth of understanding from the viewer/participant perspective that may not have resulted if another course of action had been employed. 
Together these processes influenced the production of pieces for the projects. 
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Socially engaged art-making crosses overtly into other disciplines and tries to influence the public sphere in its language 
and processes, and it would be absurd to ignore the perfectly useful models that exist in those disciplines. As artists, we 
may walk blindly into a situation and instigate an action or experience. But unless we don’t really care about the outcome, 
it is important to be aware of why we are acting and to learn how to act in an effective way. Learning how to moderate a 
conversation, negotiate among interests in a group, or assess the complexities of a given social situation does not curtail 
artistic liberty; these are skills that can be used to support our activities. Understanding the social processes, we are engaging 
in doesn’t oblige us to operate in any particular capacity; it only makes us more aware of the context and thus allows us to 
better influence and orchestrate desired outcomes. (Helguera xv) 
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Educator and Author Pablo Helguera’s book ‘Education for Socially Engaged Art’ identifies essential structures and applications involving 
‘socially engaged art’. The text provided advice in practical engagement and application for the art worker/facilitator and reinforced that 
both the theoretical and practical components of this art form are a valid part of my practice. 
 
 
Helguera refers to the changing landscape relating to art and artistic practice. As an artist working within this landscape I have found art 
production requires more than mastering your choice of medium. It involves the ability to understand and work with the people you make 
for, with and about. It also involves having to be creative in finding solutions to fit the purpose and intention of and for the 
maker/author/participant/viewer. 
 
 
As I worked along-side the various members of public while generating works for research I was often reminded of the ‘other people’s 
perspective’ and through this process gained a deeper appreciation into how respective sectors of public viewed and understood art. Where 
regard for rules, regulation and boundaries are openly tested and rearranged to suit a self-regulatory end; beyond the difference in technology, 
globalization and ecological issues the same discussion regarding the changing attitude, the rearrangement and value art holds within a society 
continues as it always had. As artists and creatives have and presently continue to find creative ways to position work and argue their point 
of view, it is a necessity to become better equipped to negotiate this changing territory, and make better informed and prudent choices when 
making and communicating works of art. 
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PROJECT SUMMARY  
 
My initial intentions were to search out information that fitted the project aim and influenced making. I understood the necessity to use and 
be informed by other artists, to follow the accepted theories and make appropriate comments when I saw fit. It was helpful to follow other 
artists, investigate theories and keep informed about current issues. These things were important and provided a starting point and gave 
momentum and stability to the project; but along the way I found it was not imperative that everything needed to be centred upon this 
thinking. 
 
 
There were other influences that needed consideration and at the time had steered me to look at how I viewed art and life as one. This led 
to a break away from viewing, reading and thinking strictly about art and history within a Western context. Being confronted with something 
I had been grappling with for years – it was not enough to make for the sake of just making and being bound by frameworks that left me 
feeling unsettled. A holistic attitude was engaged as I made my way through a somewhat problematic situation and worked toward facilitating 
a more productive and effective research. This was actioned through a three-way process. Identifying what motivated my actions and 
thinking I found ways to reconnect with (1) the natural environment and was reminded (2) what it was to be human and recognized (3) that 
people are what matter. 
 
 
I consolidated my position and thinking. The research relating to the material, the narrative and interconnected reasoning constituted 
sufficient evidence to identify ‘process’ as the main component that drove thinking and actions throughout the entire project. ‘Process’ plays 
an integral part in the structure of my practice. This component was the thread that connected the various, and sometimes seemingly non- 
associated ideas that were interrogated as part of this scheme. The intention of this project had been to search for ways that enabled good 
and communicable works of art. ‘Process’ was the constant element that supported and incorporated both the thinking surrounding the 
production of work and the work itself. This was relevant when referring to the research question and was also the means by which I 
more usefully reframed the question to reflect the shift of position. Examples of how ‘process’ was implemented follows: 
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The Model for Combining Theory with Practical Application and The Brick Wall Project had opened a space where further questioning 
occurred and provided a foundation for a working system to develop and to generate new parameters. Introducing an application that 
stemmed from a self-referential topic into practice was difficult to negotiate, especially when a subjective element such as a hunch over ruled 
all logic and rational objectives. It was helpful to adopt an open attitude when processing these connections, where conceptual and practical 
applications intertwined and rely largely upon the strength of association. The processing of relevant and worthy information was collected 
and the steps that were the most likely to be used in linking ideas and practical means were identified. Attention to the information that re- 
surfaced were utilized and re-worked to generate a combination of distilled adaptations and varied versions of previous made art pieces. 
 
 
Linking associations featured from the beginning of this project. An example of works generated by association were demonstrated through 
activities explored and recalled in the section Memories of Material Play. These activities aided the formulation of the work for Play Things 
and set a foundation for subsequent works and interventions. All practical explorations undertaken throughout the project referenced to 
aspects relating to material, sensual and spatial properties of artworks. Theoretical research linking practical application took on a 
philosophical approach starting from a search for a deeper sense of place and belonging. 
 
 
Finding connections acted as indicators and were instrumental in generating ideas and influence practical applications. From a fascination 
with stick charts to identifying the importance of human kind needing to maintain a connection with the earth’s ecology. Influenced by the 
teachings and methods obtained from investigating The Polynesian Voyaging Society, justified further research with topics such as Refiti’s 
reference to The Ta-Va theory of reality and Hansen’s Open Form Theory. 
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These topics all relate to an embodied, lived and natural environment that refer to the interconnection with architectural space, social spaces 
and human activity. An example of how these theories operate through practical applications is validated with the Polynesian Voyaging 
Society model. Modern wayfaring is a mix of learning indigenous modes of thinking and doing that coexist with life in a westernized world. 
The sharing and teaching of indigenous knowledge and practices involves a connection with the natural environment. Understanding 
traditional thinking is learnt through doing. This working model connects people through a sense of belonging and place. The principles of 
this model have been adopted as part of the landscape of this art practice. 
 
 
By the time of executing Parks and Participation there was a realization that there was no one straight forward solution to finalizing a concise 
and concrete conclusion. However, there is resolve. Through process. By developing a deeper understanding into the processes that drive 
personal and professional interests, establishing and nurturing relationships, by testing and asking appropriate questions. These are the kinds 
of things we should be equipping ourselves with, these are the tools that are essential for developing and communicating works of art. 
 
 
It is worth remembering nothing is futile. 
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